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RÉSUMÉ - SUMMARY 
MOTS CLÉS 
<< HOME >> 
L'E SPACE URBAIN 
PHOTOGRAPH I E 
F ILM 
I NSTALLATIO N 
PROJECTION 
MÉMO I RE 
RÉSUMÉ 
Mon approche de la création artistique est à la croisée des chemins entre 
l'anthropologie, l'urbanisme , la géographie créative et l'art. Cette interdiscipli-
narité me permet d ' explorer le rôle du document photographique dans la rela-
tion entre le temps , la mémoire, la nostalgie et leurs effets combinés sur notre 
perception des espaces ordinaires. 
La recherche réalisée lors de la maîtrise en arts visuels et médiatiques à 
l'Université du Québec à Montréal, qui culmine en l'exposition 17.TI+I7.T2 
> P-06-069 + 04-047-34, prend pour objet la vill e de Montréal , ses cartiers 
et leur transformation architecturale progressive et permanente ainsi que la 
mutation des attitudes des habitants. Ce phénomène , qu 'o n le nome "gentri-
ncation", progrès , ou tout simplement changement inévitable , n 'est absolu-
ment pas réservé à Montréal. Il est étroitement li é à l'économie de marché et 
concerne les vi ll es qui se développement selon les dyna miques spécinques qu'il 
instaure, ce qui est largement abordé dans la culture populaire auss i bien que 
dans les écrits universitaires . 
Le site qui est au centre de cette recherche est l 'ancienne gare de triage du 
Canadien Pacinque . Lorsque je l'ai découvert pour la première fois, c'était un 
terrain semi-abandonné dont les résidents du quartier avoisinant avaient fait 
une sorte de parc communautaire informel. Aujourd' hui , c'est le chanter de 
construction du futur campus de l'Université de Montréal et de sa résidence 
universitaire qui y a pris place . En une diza ine d ' années, cet endroit, un micro-
cosme à l'image d'un phénomène global, subira une transformation non seule-
ment de sa forme spatiale, mais celle-ci affectera aussi la composition socio-
éco nomique de tout le vois inage. 
17.TI+I7.T2 > P-06 - 069 + 04-047-34, nommé d 'après les numérota-
tions des lots en transformation et des numéros de permis de construire, rend 
compte de la métamorphose spatiale en regroupant plusieurs cadres temporels 
du même lieu de manière à amplifier l'expérience du présent en faisant écho à 
la nostalgie du passé. Mon installation photo-filmique rassemble des photogra-
phies amateurs et des photographies d 'archives, du cinéma expérimental et du 
cinéma élargi (expanded cinema) ainsi que le caractère in situ de l'installation 
qui explore la capacité de l'image photographique à appréhender la perception 
individuelle et co ll ective de ce lieu ordinaire et particulier. 
C'est par l'accumulation de sources visuelles et littéraires variés que ce texte 
qui accompagne l'installation vise à accentuer la question des attitudes envers 
notre environnement en devenir. Individuellement, ces transformations spa-
tiales sont à peine perceptibles. Rassemblées, ell es forment les fragments d'une 
culture en mouvement. 
KEYWORDS 
HOME 
URBAN SPACE 
PHOTOGRAPHY 
F ILM 
1 N STALLATION 
PROJECTION 
MEMORY 
-- -------
SUMMARY 
My overall artistic approach is positioned amongst anthropology , urban-
ism , creative geography and art; this interdisciplinary focus permits me to 
explore the ro le of the photographie process in documenting the relationship 
between time , memory, nostalgia , and their combined effects on our percep-
t ion of ordinary spaces. 
More specifically, the research clon e as part of th e maitrise en arts visu els 
et médiatiqu es at the Université du Québec à Montréal and culminating in 
I7.Tr+r7 .T2 > P-o6-o6g + 04-047-34 exhib ition is really about Montréal, 
its neighborhoods, and thei r ongoing transformation in architecture, as well 
as in the attitudes of the inhab itants . This phenomenon-gentrification , or 
progress, or inevitable change-is in no way exclusive to Montréal. lt is closely 
tied to the free-market economy and the cities that exist within it , and has 
a lready been extensively discussed in popular culture as well as in academie 
writing. 
For my part, the site that became the foc u s of this research was once a C a -
nadian Pacifie Rail yard. A t the time I encountered I , it was a semi-abandoned 
lot casually used by the neighboring residents . It is currently a construction 
site for th e future campus and student residences of the Un iversité de Mon-
tréal. Within a decade , this place, a microcosm of a global phenomena, will 
go through a major transformation that wi ll not only affect the appearance 
of the space itself, but also the soc ioeconomic makeup of the surro unding 
n eighborhoods . 
J7.TI+I7.T2 > P - o6 - o6g + 04-047-34-named after the municipal 
lots being transformed and the permit numbers authorizing t h e construc-
t ion-documents the site's spatial metamorphosis by bringing together mul-
tiple time frames of the same loca tion as the means to amplify the experience 
of the present and ech o the nostalgia of the past. My photo-filmic installation 
is an amalga m ation of amateu r and archivai photography; experimental and 
expanded cinema ; as well as archi tectural site specifi e installation that explores 
the capacity of the photographie image to capture individual and communal 
perception of a particular but ordinary location. 
Through accumulation of various visual and li terary so u rces, this text 
and the accompanying install at ion aim to accentuate and question our atti-
tudes toward our changing surroundings . Individually, these spa tial transfor-
mations are barely perceptible, but accumulated together they become frag -
ments of the changing culture. 
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108 WALKING IN THE CITY 
.;ii= ~&===== 
'l'he d!~P.ersiQ.ll .. oJ storit.!i JJ.c.iul~ tp the dispersion Qf the memQra~~ 
w:!_rÀ-nd Ü1 fru;Lroemorx is..a sort of anti-m.Ym~
~ments of it come out in legends. ()bjects ~nfl_'!."or~~o h_ave hollow 
places in which a past _sleep_s , as in Jlte _ever d.~ ~c.ts ?f walking:-eàtîrig7 
i g(5îfigio bed, lnwhicl} _ancient revolutions slumber. A 'memory iso nlf a 
Prinèë êhar~ing_;ho ~~a~s jn~>~J~g enough.J..Q. a;~~~· Sleeping 
1 B~;ttlie~o ur wordle~~~ories. "li re, there us-edü;""bea - bài<erf --.. 
..... ~here--e-ld-11ld·y-Oupu1 used Q...)jy;-.'-I Îi~ strig}n here""t harthe-_ 
p!aces ~tht:. Pr:~encçs !!f diy!!fse absences. What can 
be se~Jit:sjgnates-wha.t..is-no ~onger_~~~ " Ol:! s~t:_ h~ !here used to 
be . . . " but it ca l}_ n..2 .J.2.nge.r. .he...se~o . DemonstraJives indicate the in-
-vtslbie identities of the visible: it is the ve definitio_!! of .!Jllace , in act , 
- atitis composed b these series of displacements and effèëtSàmong 
"flielrimen .. tëd._m hat- form itÏ wd that- it -playsM thësèfiïOVïïïg-
_.... ---- ---- --...:::> layers: 
___;:;_;~lU!-'L~...w.;s~to~that place . .. . lt's persona! , not interesting to 
r aïith~Î ·; wfiàï-givèsa n·eighboëtü.iQd its char-
• ac të"r:" The re is no lace that is not hauntedb'Y ;t;;;y different spirits 
hidden ther~lence, spi i="iïS o-;}ëëiin-:fn"voke" or not. Haunted places 
'are' the' only()iiëSj;ëople can live in 
- -.:...... ---·· -·--- -. 
- .~ .. ·.' -
.. ~ 
.. .. 
. -· · ---- -·--, ;.,·_. 
"spirits," them selves broken into pieces in like manner, do not speak any 
more than they see. This is a sort of knowledge that remains silent. Only 
hints of what is known but unrevealed are passed on "just between you 
and me." 
l- Places are fra mentar and inward-turning histories, pasts ·that ~ are not allowed to read, accumulated times a ca ëun oldëefbut like , .!Iories held in_ r:~~mainms~in an e~ig;ilatië state..: symbol~ 
1 encysted in the pain o_r . l~su~(2f .!b.:_b~dy . "~fee! gooa hei-ë' : ' 0t~ --· 
well-being un r-expres•ed iR the language it appears 1n 1 e a- neetlng 
, iîimméris a spatial practice. 
- - ----
<· 
59 howe and universe 
..... .._ ___________ ... _.._. .... ____ I..: .... . _._L--.1..! . ~-----
7 
:-...::t.D.r.nA--.b A., • 6 ..;.. 
-1 ..1 ----....! -
... L..........____....)_ ___ _ 
1 1 1 , w ;, T' 1 , 8, W ,1 ...., - - ~ ~ 
... _.._ " 
In _a_ pass~ge like this, ima~na_:~on,. ~mory and perception 
e~an~ft;,ncti?ns· The i!Dage_is creats d thr~g!; co-opet:_a· 
tion between real and unreal, with the help of the functions 
o!'- tlïe ~al amf--l!J.~ linrëàl. - To -us~y the implem~nu~ 
d ialèct iè:al logic for st~g, not this alternative, but this 
fusion, of opposites, would be quite useless, for they would 
produce tlle anatomy of a living thing. But if a bouse is a 
living value, it must integrate an element of unreality. Ali 
values must remain ·vulnerable, and those that do not are 
g.ead. 
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Notwithstanding the different conceptions of 
subjectivity at play, this focus on !ife knowledge 
represents a disciplinary return to a longer 
trajectory of 'intu_iti_on' as advocated by the 
humanistic geographers such as Seamon 
( 1979), specifically 'the nature of noticing and 
attention ' imbricated-in our encounters and mer~ 
gings wlfh ·iïlë·w-orld. -It is the in-betweenness of 
these relàtionships that is interesting here , 
nal!_l~ ly the_ communicative rel_ationships 
between things that evoke feelings of love, ca re 
ar1Tattâêl1mënt . . This attention helps us move 
away from causal relationships of power, 
thereby estabrishïng à n · émotional and ethical 
cori1ëxt fo_r_ our relations. - This counters -the 
normative detached role ... of the academie . ln 
challenging a disregard for what lies at the mar-
gins of sense, researchers are reguired to re alize 
that 'we are only part of the world, ofthe ma_& 
mg of place , for the world materialities 
e 1eves in us as muchas we (emotions) believe 
in it' (Dewsbury, 2003: 1908). Witnessing 
immateriality is not easy because it 'calls us to 
betray our roots in habitable modes ofthinking' 
(p. 1923), but it is a worthwhile task as we now 
outline in discussing the benefits of adopting~ 
new enchanted academie stance . 
Wright's work is instructive for thinking 
through enchantment as he attends to both the 
pleasurable sense of mystery and its simulta-
neous si nister edge. Attentive to the 'disrepute 
in which subjectivity is often held in scientific 
circles' (Wright, 1947: 5), he stressed the criti-
cal distinètion betw~en illu.sion and-'ëîéïiis'ioo~ "' 
focusing on' aesthètié imagiiling' , a process thàt 
encompasses ·the . communication of the results 
ofOür lmagi-ning. It is theref~re 'entirely legiti-·' 
ma'ïé- ioëiiiïchand add colour and vividness to 
the style of an otherwise objective geographical 
exposition' (p. 8) as this brings the audience 
'down to earth from the lofty observation point 
of the objective', allowing them to 'see and fee) 
through our eyes and feelings' (p. 9) . The aim. 
then, is not to de lude. the audience, but to rende.L 
teaching and writing more evocative and thus 
powerful than they might otherwise be. 
Wright's 'geosophy' was an importa-nt ante ~ 
cedent to a broader humanistic geography con-
cemed with the intimacy of people-place 
relatï'ons. To provide but a brief account of this 
field is necessarily to do a disservice to the 
diverse character of a rich and fragmented gath-
ering of philosophies, methods and substantive 
studies. Broadly speaking, humanistic geogra-
phy developed as a critique of the 'peop1eless' 
spatial science of the 1950s, we might say a dis~ 
ench-a~têd appr;ach th at . w~~ insensitive to the 
humanity of both the geographer and those 
under study. To counteract the reification of 
human subjects as ' little more than dots on a 
map, statistics on a graph or numbers in an 
equation' (Cloke et al. , 1991: 69), humani stic 
geographers looked to phenomenology and 
ex istentialism for inspiration . Central to this 
move was ' reawakening a sense of wonder 
about the earth and its places ' (Rel ph , 1985 : 
16) by attending to direct human experience; 
········ - . . ---- ···--··· ·-- --- ..... -··· - -
fostering a 'compassionate mte 1gence t at 
seeks to see things in and for themselves' 
(p . 16). These geographers were in the process 
of (re)enchanting the di sci pline . 2 dl b ds 
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•••••••••••••••• Montreal is a trading post where you 
exchange your hop es and dreams for a mansion th at costs 25 cents a mon th. 
Vvhen you get there, angels gently unburden you of your ambitions and band you 
a~ . .............................. ... 
INTRODUCTION 
Severa! years after moving to Montréal, I came across the previous 
passage on an inte rnet blog. The twenty-nve-cent mansions and Jack of am-
bition are , of course, a n exaggeration. However , in this humorous and poetic 
way, the author explained why so many people from ali over Canada, North 
America and the world, despite apparent economie and linguistic obstacles , 
are drawn to this city . During the last few decades, the city's affordable hous -
ing made up for employment difnculties and created the now notable artistic 
hub. This allowed its residents to pursue unostentatious work plus the time 
and space for art istic endeavors , often fueled by creativity desires over mon-
etary aspirations. 
For my part , I did not move to Montréal for school, or for work, or 
for people . I did not know anyone in the city and did not have a job lined 
up. I moved here because it felt more like home than anywh ere I had lived or 
vis ited before ; this remains true today. By that point in my !ife I was already 
interested in the effects places had on their inhabitants, and conscious about 
wh ich places fit with my lifestyle, poli tics, and citizenship restrictions. 
I was born in Kyiv, Ukraine in the last decade of the Soviet Union , 
wh en values regard ing property and community were rapidly changing. 
I spent m y childhood shuffled between two citi es and three different resi-
dences. Shortly before I turned twelve, my family immigrated to Edmonton , 
Canada. A place which if Augé ever vi siting I am sure he would agree when I 
say th at the wh ole city is a non-place ', constructed according to sorne kind of 
permanent temporality. Ten years and another three residences later, I left 
as soon I could. After sorne wandering around the world , I eventually set tl ed 
clown in Montréal. 
1 ln this co ntext , 1 use th e le rm " n o n - place" to r e fe ren ce o f n ot o nly t ra n sient p hys ica l 
loca ti o n s, but also fl ee ting a ttachm ents to a p erm an e nt place . r pro p ose that a city of inhab-
itants with pred o mina ntly fl ex ibl e spa t ia l attachm e nts ca n b e as much of a n o n - pl ace as, fo r 
exa mpl e, a hi sto ri e train sta tio n, b e loved by its co mmunity. 
-------------------------------------------------------------------------------------------~ 
Within only eight years of living in th e Mile E n d/ Outremont neigh -
borhood s, I h ave noticed that the gen tl e angels of Montréa l are Jess keen to 
un burd en the new inhabitants. The an ge ls m ay have joined Ubisoft ' s payroll. 
Th e empty spaces a nd the cheap r ents are losing their signiflcance and are 
being replaced by condos occupied by the new ambitio u s profess ional class. 
The places that once fostered com muni ty and creat ivity are cap itali zing on 
their lo cations and the ir inhab itants move on as the cycle repeats itself in a 
n ew p lace. 
Acco rding to my m o ther, there is nothing more permanent than th e 
temporary. 
Having to adap t from an early age to different places and remark-
ab ly different cultures clid not necessar il y make me long for home or a place 
of my own . However , whil e ofte n fo reign to the memories and traditions of 
my surro undings, growing u p in var io u s places did make me conscious of 
p eoples' behaviors and attitudes toward public spaces and private property, 
which I flnd embl ernatic of society's eco n om ie and p o liti cal values. T h e re-
search that led to the produ ction of 17.TI+17.T2 > P -o6-o6g + 04-047-34 
was original! y fueled by my recognition of m y persona! persp ec tives toward my 
surroundings, but it is a lso an explorat ion into th e more universa l aspects of 
th e p ercept ion of space and th e effects of ti me and memory on attachments 
to our h ab itats . 
17 .TI +I7 .T2 > P -o6- o6g + 04-047-34 foc u ses on a portion of land in 
the middle of Montreal , su rro unded by Outremont , Mile End and Parc Ex-
tension neighborhoods , that is being developed from a former rail yard into a 
fut ure sc ience campus and student residences of the Univers it é de Montréal. 
I became aware of the site a few yea rs after the lot had already be en so ld 
by Canadian Pacifie to the Université de Montréal , but before the construc-
tion started , which in tu rn was already underway wh en I started the documen-
tation that makes up the visu al portion of this research. 
Now , however , is an interest ing time to experience the place. It is a 
time when there are still remnants ofwhat it once was, but just before we start 
saying "do y ou remem ber wh en ... ?" The space and its immediate surround-
ings are on the verge of change, but are sti ll within the grasp of memory; its 
previous character is still remembered by its former inhabitants and can still 
be experienced on the fringes of construction. 
This site is one of many such transformations happening throughout 
Montreal and the world, each emblematic of the unique changes happen-
ing in each of the neighborhoods that houses them. Aside from my personal 
famili at· ity with the former train yard, I also found it a f:ttting final project 
for an academie degree , not only because the site is symbolic of the socioeco-
nomic shifts of the surrounding neighborhoods , but also because the devel -
opment juxtaposes the transient nature of university students and staff with 
the permanent community. Academie institutions gather a variety of people 
from different backgrounds under increasingly short-term projects and con -
tracts. The temporality of their positions often results in internal networks 
of interactions and a potential dissonance from the communities that foster 
them. The intrusion of the future univers ity campus into al ready established 
neighborhoods will bring about cohabitation of people with severely different 
a ttitudes to the space they occupy. This difference in commitment to a place 
has often be en at the base of my resea rch and artistic practice . 
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OBJECTIVITY THROUGH ACCUMULATION 
IN TEXT AND IMAGE 
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Photographs-and quotatj_2n~=-~~f!l, __ because they 
are taken to be pieces of reality, more authentic than ex-
tended literary narratives. The only prose that seems credi-
ble to more and more readers is no~ th~ fi~e . ~riti~g of 
someone like Agee, but the raw record~dited or unedit~d 
talk into tape recorders; fragments or the integral texts of 
sub-literary documents (court records, letters, diaries, psy-
chiatrie case histories, etc.); self-d.eprecatingly sl?ppy, often 
paranoid first-per1on reportage. · "" .., ·"· rr. ~·· : .. ,,..,.,..,., 
~ 
1 
/' __ _ 
Happenings: an art of radical iuxta posi lion 269 
. . 
·_.,_ ~· ·- .... ... .... -~·~ '\ ·t.·~ ,..., •.. ._ .::,..,..--·~··' ......... .... ;j: .. ·~·- • l.\..:.,._ 
. Frq_m .tbe.Jl§§.cm.plage 
to the whole room or "environment" is only one further stcp., nl~ 
fi na step, the. Happening, simply puts peo_ple _iÏ'lto thè -~nviron-_ 
ment and sets it in motion. 
· ~-- - _,._ 
• .. • ·~ ... • .. • "' > •• ~ •• <! l 
. Therc is a Surrcali st trad ition in t 
theater, in p::1inting, in poetry, in the cinema, in music, and in the 
novel; even in architecture ••••••••••••••!!BIBl• 
. The Surrealist trad itiop in 
ail thcse arts is united by the idea of destroying c~n-vcnti~naÎ ~_$,en­
ings;~_{ cr~âting new meanings or co untc:-mcanings through radi-
cal~0'~!aposition (the "collage principle"). · 
- ' 
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·----IIIIMiililiM. It no longe r has the status of a document that 
does nol know what il says , cited (summoned and quoted) before and by 
the ana lysis thal knows it. On the contrary, it is a know-how-to-say 
("savo ir -dire") exactl y adj ustcd to its a bject, and, as such, no longer the 
Other of knowledge; rather it is a variant of the disco urse that knows 
and an authority in what concerns thcory.ljj•••••••lllil* 
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The Artist as Ecologist 
• •••••lillillllilliil•ilil· •· Ecology is defined as the totality 
or pattern of relations bet\vecn organisms and their cnvironment. 
Thus the act of crea tion for the new artist is not so much the 
inveQtion of new objects as the revelation of previously unrecog::-· 
nizcd relationships between existing phenomena, both phys ical and 
metaphysical. --~~~----·•••••••••••• 
Artists and scicntists rearrangc the erlVironmcnt to the advantage 
of society. Moreover, we find that ali the arts and sciences have 
moved alo-;·}g an evollTtTonary path whose milestones are Form, 
"Structure, and Place. In fact, man's total development as a sentient 
o eing can be said to follow from initial concerns with Form or 
surface appearances, to an examination of the Structure of forms , 
and fin ally to a desire to comprehend the totality of relationships 
between f.orms , th at is, Places. i l ce lt §dilCI Lill) ts tl gl 1 il 
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The Death of the Author 
........................ ~ .............................. ~ .. ~-- J 
••••• wntmg is Jhe des truqtion __ qf_~y~ry __ yoi_ç_~,.-Qf 
every point_ of or.igin . Writing js _ thaLil_~u.tral, _composite, 
oblique space where ou r subject slip~ away, the negative 
where ail iden.tity is !ost, starting with the very id~ntity 
of th~ body wri ting . 
---- disconnection occurs, the voice !oses its origin , 
the author enters into his own death, writing begins. The 
sense of this phenomenon , however, has varied; in ethno-
graphie societ ies the responsibility for a narra tive is never 
assumed by a person but by a mediator, shaman or relator 
whose 'performance' - the mastery of the narrative code -
may possibly be admired but ncver his 'geni_us'. ]' mtrr 
n & · 1 r ' · r ' ssisifem 
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·1 
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buried the Author, the m odern scriptor can thus no longer 
believe, as accord ing to the pa the tic vicw of hi s predecessors, 
that this hand is too slow for his thought or passion and that 
co nsequentl y, making a law of neccss ity, he must emphasiz.e 
this delay and indefi nite ly 'po lish' his form . For him, on 
the contrary, the hand, eut off from any y~ i c_c, _ bq_r_ne by .a 
pure ges ture of inscription (and not of expression), traces a 
field wi thou t o rigin e~•
~ .. 
 W[ fownowthat a text is not a li ne of words releasi ng 
a si ngle 'theologica l' m eaning (the 'message' of the Author-
G od) but a multi-dimensional space in which a variety of 
writings, none of them original, blend and clash. The text 
is a tissue of quotations draw n from the innumerablè .. èe~tr~s ~ 
·of ~uÏt~r~ . ·:w . . .il ,·.· ,,BI· .. ,.~,, ,,.-, i-l · .. ·. ·· ••... ~,· ·.·.--. -... · .. • 
• • ••HV~..-1 ....... "" •• .,{. • t-'Il • 1 '• • '< ,.\ 1 ~ 
.. : .. ~ · ."'~· · ·'-~~t· ... '"' ,vJ~r . . ,,-;~)··:v .. ~·~.v ~ .~~"f~~:~ ",.t~·' 
.. t,V~1thf:•·l ''!' r. \,;;tq . .:(.1 ·.·.:<\$r.s1':'·~~4i;1/·.s ~'.t-~ 
the writer can only imitate a gesture that is a lways anterior , 
never or iginal. His only power is to mix writing~ •. to_c_o_unter 
the ones with the o thers, in such a way as never to rest on. 
a ny o ne of them. Did _hewish. to express himsez(, he_pught .. iV 
!east to know that the inner 'thing' he thinks to 'translate' 
is itself only a ready-formed diciionary, its V:,ords only 
cxpla inable through o ther words, and so on iridefi.riitely; · 
••• , 1.. '1 \>. ,i_ ... ~ J!~ "'\.·' . A~~,..:'s:..:. ·· ... ;,.~ \~/) .~: .. ·:; .. · .. · ·?.:: . 
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·• J' ' $ Th us is revealed the total existence. of writing: 
a text is made of multiple writings, drawn from many 
cultÜres and entering into mutual relations of dialogue, 
parody, contestation, but there is one place where JJ1is 
multiplicity is focused and that place is the reader, not, 
as was hitherto said, the aut hor. The reader is the space 
on whicl), ali the quotations ' that mi kë'-ûp- a \Yrlting are 
inscri b-~d _y.r iJ_h,ou t apy of them being lçi's_t.; -~ te~t'-~ . unity !!,es 
nô't · -;~~ü'~ o_rigin ,but in. i_t.s, destinatiQ!:l~ .. 
i!iiff::Jifï!,L ,' s ), , 1 / 1 ; têf 
•••11we know that to give writing its future, it is 
necessary to overthrow the my th: the birth of the reader 
must be at the cost of the death of the Au thor. 
1968 
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What has to be put in question is unfortunately not this division of 
la bor (it is only too real), but the assimilation of reading to passivity . ln 
fact, to read is to wander through an imposed system (that of the text. 
analogous to the constructed order of a city or of a supermarket) . Recent 
analyses show th at "cvery reading modifies its object . " 8 that (as Borges 
already pointed out) "one literature differs from another less by its text 
th an by the way in which it is readl " 9 and th at a system of verbal or 
iconic signs is a reservoir of forms to which the reader must give a 
meaning. If then "the book is a result (a construction) produced by the 
reader," 10 one must consider the operation of the latter as a sort of 
lecrio, the _production proper to the "reader" ("lecteur") ." The reade~ 
---- ----
kes n;_i!~!:. the position oC the · author nor an author's position :...tJ_e 
i:nve~~-~-~~-~t~me_thing ~ifferent from wh at they ~'intendeg." {-le 
detac~~E:!. from their (lost or accessory) origin . He combj nes t~j r 
J rag_ments a11d cr~ates something un-known in the spac~ qrgani~ed by 
their capacity for a llowing an indefinite plurality of meanings .~ 
......._ . .. . . . .. . - . . . 
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Gestalt theory believes it has discovered a decisive aspect in 
r ecognizing the existence of phen omen a a n d con tex t o f a 
different-of a formally differ ent- n ature . And this n ot 
merely Ill the humanities . The basic th~sis of gestalt tb eor v 
might be formulated thus: There are contexts in which wbat is 
~lï~p_pening in the whole cannot be deduced from the charac-
teristics of the separate :eieces, but converselyj what ha:r;u~ens 
~to a eart of the whole isl in clear-cyt cases :t_ deter mined by the 
laws of the 1nner structure of its whole. 
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OBJECTIVITY THROUGH ACCUMULATION 
IN TEXT AND IMAGE 
If the pUt·pose of written mémoire is to supplement the artwork and to 
situa te it in the larger context not only of art history, but also history in gen-
eral, I fmd the best way to do this is not by claiming persona! originality, but 
rather by recognizing the shared nature of knowledge. By physically structur-
ing m y written research as a literary scrapbook of voices gathered from dif-
ferent theoretical backgrounds including; geography, anthropology, sociol-
ogy, urbanism, photography, and fi lm theory, among others; I aim to bring 
together a number of disciplines that are the basis for my practice. This text is 
an accumulation ofwriting by scho lars who devoted their lives to th e study of 
the nu merous disciplines that guide my work today. 
Although accumulation has always been a part of my visual work pro-
cess-either through painterly co ll age or multi-projection slide installa-
tions-thi s is my nrst attempt to translate co ll ecting into a writing strategy. 
This concept took shape as I became conscious of the number of citations, 
footnotes , paraphrases , and changes in the authors' voices within various aca-
demie and theoretical texts. I became progressively frustrated by the constant 
interruptions to look up the original sources and found myself incapable of 
fini shing one book or article without read ing the cited original, then looking 
up the citations in th e cited text , and so on and so on. For me , contemporary 
academ ie writing became reminiscent of a continuous game of broken tele-
phone. 
Recognizing the role of the author (or artist, or scientist) as a col-
lector and interpreter of pre-existing information allowed me to reso lve m y 
frustrations with the conventional structure of academ ie writing, and to ap-
proach the text according to the sa me logic I often apply in my visual prac-
tice . ln part , influenced by the th eories of Gestalt psychology as outlined by 
40 
Max Wertheimer'-stipulating the ability to derive new totalities from patterns 
of information-! aim to examine written knowledge and visu al perception 
through the accumulation of individual components, be it images , texts, ob-
jects, or thoughts. 
As is evident by this point , this mémoire is a compilation of photo co pied 
books and articles re ad prior and d uri ng the maitrise en arts visuels et mediathiques. 
By including the original texts, I acknowledge the vo ices of my theoretic pre-
decessors with minimal interpretive distortion. For the sake of coherence and 
continuity, the information not entirely pertinent to the parameters of this 
research has been redacted , although I still include handwritten notes and 
markings as evidence of my personalline of tho ught. 
Additionally , the collaged structure of the text references the process 
of reading as the means of accumulating information. While working within 
the restrictions of academie text requirements, the layout of this mémoire is de-
signed to mimic a traditionallayout of a book. The borders around the pages , 
the classical typeface (Mrs Eaves I'2 / I8pt), li ne length, leading as well as the 
double-sided prin ting are meant to further allude to reading as source of ac-
quired knowledge. 
The resulting text aims for objectivity though a multitude of sources 
rather than privileging one voice of the individual author. Furthermore , it 
demands active engagement from the reader/ viewer. ln addition to the con-
ceptual logic behind scrapbooking as academie writing, this mémoire is also a 
physical compilat ion of reference material for anyone interested in topics of 
spatial perception or the photographie means of its documentation. 
See Page 38. Max Werthe im er , "Ges talt Theory" in Social Research, 3ll 
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T A briefreview oflandscape literature reveals 
ts historical development is sedimented like the w· Iii•••,. il' ••; II!IIJ!!It"pi!lll!t!I!!IS~C:!IIII!ii!IJI&"d"'O:"'i&"i~p:~z•s•tllllllbi!!I!CS'!I,IId"Rl~d 
and itself, and revolves predominantly around a _c_ ' ' r · 11 "ln= 
--!DJggle_b_~~igh.t:..J!UQ ... :.illf ~v.ay..s...of Ai). {ct, while Cosgrove maintai ed the dis-
~efining the terrn~i.!b . ~igb.L.R~i!1g !i11ked with .. _. tinction that landscape was a view fr pm outside, 
epresërifâtioiï;·the cultural and symbolic, and the direction of recent work on lan ~scape (and 
~i fe_ wilh"naturë~nd}TI~~~~.~-2i.fë~ Fô'Iîowi ng a lands.cape art) argQ.ç§.J.?Jld_s.çap.~ is.. ~~ved in.. an 
pë"fJ'oaii1tfie mièf-.20ih century dommated by ,PJactiscd... 1. 
~hat Adams et al. (2001: xv) cali 'scientific Iconographie and painterly apprpaches that 
mpiricism and positivism' whereby abstract , define landscape as 'a visual thi g - as an 
echnological and reduçtionist k.nowledge was image' (Cresswell , 2003: 275) are ritiqued in 
levated over more subjective or 'artistic' a number of ways, not only for tht ir potential 
orrns, the view that landscape resided 'within to obscure as weil as articulate livec expenence 
he minds and eyes of beholders' developed (Tilley, 1994) but for framing and fi ing (Cress-
Cresswell, 2003: 271). This meant attention weil, 2003; D. Mitchell, 2003) and spart of an 
. hifted from what is seen in the landscape to the epistemological hegemony (Della I ora, 20 Il) . 
}vvays in which we see landscape, making vision Those claiming landscape's ontolo1 ica! import 
the central way of getting at landscape' (p. 271 ). posit 'a more .!~!.Wsill~L.~.!D.de_rst ~!l.sl ng o[J~_nç!­
Wnderstanding landscape as a 'cultural image, a _scqpe_ wlth a str.e.s.s....on..pmcess,...movemënt n.<J 
pictorial way of representing, structuring or sym- Q~Ç.Q.IJljng.: .. (Morris, . 2011-: 318). T ey empha-
polizing surroundings .. . a social and cultura.l s1ze 'unmediated cognitive and a fective ties 
product, a way of seeing projected onto the land ' to the world over meaning and rep esentation' 
Cosgrove, 1984: 1, 269), humanistic geogra- (Della Dora, 201 1: 763) . These lan~scapes are 
phers studied 'l~~~pe _!_~~ra hy, me_n_t_ill 'lived, embodied , practised, ... a continuing 
[naps, envirol1!!_1_s;n t~I_P..~I:'Ception, .au,d,_emulating process' (Cosgrove, 2003: 258). 11-andscapes 
h"el_flat~~!lJÈ. c~_ntury and .earl y twentie.th have th us been theorized as oppc rtunities or 
rentury counterparts, they examined literary fields for action (Martin and Sche~, 2005), as 
ext0rt~phÔtography, anct .n'Jm!. (Adams.e al., lived practice (Cresswell, .2003; . Mitchell, 
DOO 1: xv). 2003), as performance (Oiwig, 2 Il ; Wylie, 
..... -·-~·· :: ~ __ _ 2006a), as relational (Conradson, 2 05; Tilley, 
' - 1 994) and as more-than-visual ( )ella Dora , 
,~ -l u · ' 20 Il ; Macpherson, 2008; Morris and Cant, 
~ ~ 
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arc in the epoeh o f si multa neity : we a rc in the epoch o f juxta position . the epoch of ncar 
,...-- --'-·w,.cLfar of the sjdc-hy-sHk a r thl' clis.pcrsecl .. (Fonc;lllll , 1 9K6,--p;~.g.c-22f.--J~+-t·h·Î GHS·G;-, ---, 
post modern theories rcjcct the co nventi o n of his to ry (ti me) as fecundity, and geography 
(space) as inert backgrou nd (Ma scy. 1992. pages 65 - 66: Soja. 1996). _fosUJ.lOÙ.ÇI.IJÜUL--
can bc portra yed as pitting a geographica l against a n b.!B.Q.QCa~ imagin a~L9.!L. 
- C~l-r ;~spô;1ëJ ingÏy. -th è u~ban- fabi-iëïs- SëCrïâs-âiïâ~~l a wherc ji trêi·éJ;( hi storiea l ms 
converge. Thi s shi ft may be intcrprcted as '' the transformation o f the time of prog ress 
into the spucl! o f seemingly mca ningless j uxt aposi ti o ns .. (Roberts, 1988. page 554). 
Pos tm odernism is charactcriscd by the aba nd o nment of hi storical continuity il nd the 
plundering of his tory, absorbing wha tcver is found there into the present (Ja meson, 
1992). Postmode rni sm, therefo re, dest roys his torica l narratives as chrOJlOiogy and 
sequence, and promotes a dcpthless synchronie collage th a l juxtaposes p~s t .and prçsent 
moments · in a fragmentee! city (Harvey, 1989; Rol;e rts. 1988; Wa lsh. 1992)_Çoll agc 
s tré.~se"S the ~ i-de-by-side di splay not just of dilfe n::nt mo ments, but of many ditf~nt-
iexturë.' -and-génrcs.· The postmodcrn enl is th us: • - ·- . 
.. a pcrlod of -s tylistic stasis, a pcriod characteri scd no t. by the linca r, cumulative 
dcvclo pment of a single fund ament a l style, but the coex istence of a multiplie ity of 
quite different styles in a tluctuating and dynamic stcady-s ta te '' (Roberts, 1988. 
page 556). 
As a rcsult , the pas t bcco mes ava il ablc to. and the sa me as, the present. 
s. Krier, in his 
' manifesto' of postm odernism notes the "absolutc va lue of the pre-industrial citics, of 
the cities o f stone' ' for thcir ability to tri ggcr ti mc (a ftcr El! in , 1996, page 16). Ih_es_ç.E_i_tics 
ac t as ' theatrcs o f mem ory' whcrc sites a~<.l_Qyjldi.ngs_ from different _<; poçbs bring_ tbç 
p-âSt in iO t îïê-p~;;së"nï la rÎdsca p-ë; Pe91.lk.s t(oll acro.ss. i:i pa ttern of different time-m oments 
_,vhiiç~m~!_tiii!, ~ill ,filLspncÇF.' · · - · 
. T_IJ.ç_]?_och 
sea pe is a scrapbook where somc hi storie sites a rc markcd out. whil e ot)1ers. a.~:c. no.t .S.P 
muel; burid as éraSêd-:~-----·--·--·-·--- ---- ·- . . . . -
___ ... - ......... .---- ... _ .....
.. A ..... 
This scrapbook creatcs a ù iscon tinuo us tempo ra lity 
The city defies a ny 
sys tem at ic ch ron o logy of hi storica 1 progrc~s. Thç_ p<tst is nouueccding_hot:.iz.on but 
ra ther ·' Jitcra ll y and fï gu ra ti vc lx •.. A .PI:e _çpcÇ.~ (Fa ubi o n. 1993, page 88)_ The . sens.c •. or 
ti me is a n-a i ;,, ôstn-iyst i~ l. ~9mmun j_2~mçm_o_r_y .t.hilt is < tc tu aJI Y._ <~hi § LQ rj~ in.Jb_Ç. _jV<lY 
it op~o-scs ~ ~cn·s·~ -~f tcmpo;,~--d~vclopmCJ1t (Le Go!{ 1992, page 65)~-Th i~.Jhë.atrë . ...oi 
'----rm"m·ory or:b:-!Jnç_ç:_imn'Ra:~d~d ~t?-tlçj' o ! . .9-~2!.!i!.l.2.Ys a ~-cg:Jiy.~tcll!Pod.--ct 
_ ~;r J i_mc.. · · · 
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"Spaces" and "places" 
At the outset, 1 shall make a distinction between space (espace) and 
place (lieu) th at delimits a field . A place (lieu) is t~~--OJder { ofwhatever 
kind) in accord with which elements are distributed in relationships of 
_:o~~!ste!lce ~ lt th us excll!~~s tl!~ I!_9~s_ibility g_f two thin~ _Qeif!~ i.n_the 
same location (place}. T he !ë.w o.f th_e "proper" rules in_J.h.e pl~l.he 
- èlements taken-into consideration are beside one another each situated 
l n its -own "prop~r-;;-and disti-nct locatro~a- location it defi ne~ . A place is 
th us arÏ instantaneous configuration of positi_ons. It il)lplic:s an indication 
· o(si~bility. -· 
A space exists.J:\'.h_en one raites ir:tto considerati~ctors_Qf._~~·­
_y,docities, and time yaria.llles. Th us space is composed of intersections of 
. mobile elements. It is in a sense -aètü"aTëdoy iheensemolëofiï10Vë ments 
- - - ----- - ·- ·- - -- --· ·- -- -·- ·-·- --·-- -- - - .. 
deployed within it. Sp_~~- ~ccu~ as the_ eff~ produced by the opera-
tions that orient it, situate i i':'i~mporalize it , and ffi"â-ke- it fÜnction. in ; 
- po lYValent UOity Olconfli étual- ro- ramsc ir"êontract Ùal P.fOXÎITlÎtles. ew-
~;- . "ï ;-- 'si'ss1s;l . - 111 - Ï --Î- 1 slÙMA®I4 
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~hort , _ SJ?..ace is a prqcti(ed 12.iaœ. Th us th~ sl_!:e!!_ _geoll)etriç_~lly 
defined by urban planning is transformed into a sp'!_ce by_wal~~rs . ......_ 
- - - ----- -- . . . . . 
f 
Thi~ ~xp~ri!:nk~ is a r.elati.o.nJ.a..tbç__}Yorld ·ji!J!!~s a ~_Îr:!...Q~S.e RJion , 
and because it P!~~abtx_p_r~their differenti~!.[on it ex re.§.~S . 
. samees cnt iâÏst ~I_!.C t_!.I E!.. Qf ...Q.!l[ PSing as p being SÏtUllis!Q. in ~lation~ 
· to_a .milie~'1 being situated b a desire, indissociable from a "direction 
of exis~-é" a_n_{ i~ela-;;ted in the space-ôfi" !a,ru1scape~ -" - - : -
- - ·-·--- ~ . - ----
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Stories thus carry out a labor that constantly transforms places into 
spaces-ëirSpâcëSi~t;· place~~ They also--;;;gan!Ze thé play of changing 
relationshiQ_s· b_ei;~~~pla~L àn s-paëeS.Itief qrms Q(this pl_ay are 
numberless , fanning out in .lL~Q.~~ t-;üro-7ea""~hlng from the utting in -
- ··--- ·-· - - --~ 
place or an immobile and st ~!;- like çrd~r Ji~ it , nothing moves except 
discourse itself, which, lik.e à cam fg p_an.Jli] &. .9..Y.er - ne moves- o§'r 
the whole panorama), to the accelerated succession of actions that 
- multiply spaces (as in the detective novel or certain folktales, though Ulis 
· spatializing frenzy nevertheless r~;ai~s -circüffiscrit>edbi -thë textual 1 
place). Il wo~ld be possible. to-co~;tr~ct a typol o"gy ~hes~-stor iés. fu_ 
· terms of identificatio 'l- 6( I!i~.ç~.§: - ang_~âctuallzaïYo!!__&~a~~ But in 
- ordei- to discern in them the modes in which these distinct operations are 
· combined, we need criteria and analytici;ïèàt~o-r ies-a necè ssit- that -
- le~d ~ us back to travel stories of the most elerrîentary- kind.·- · 
. . .... -.,- - ~ 
.. ---s 
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Pl ace is security1 space is freedom : we are attached to th e one 
and long fo r the other . There is no place li ke home . What is 
home? lt is the old h omestead, the old neigh borhood, home-
town, or mo th erl and. Geog raph ers stu dy places . Plann ers 
wo uld li ke to evoke "Ùense o f pl ace." These are un exceptional 
ways of speaking. Space and place are basic components o f th e 
lived wo rl d; we take th em fo r g ranted. Wh en we thi nk about 
them , however, they may assume unexpected meanings and 
ra ise ques tions we have not tho ught to ask . 
. . . 
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Th e home p lace is full of o rdinary objects. We know th em 
th rough use; we do not attend to th em as we do to works of 
art. They are almost a part of ourse lves, too close to be seen. 
Contemplate them and what happens ? Nausea, for the lace r-
ated sensi bili ty of Sa rtrean man. · · 
pSU t 1 Ll liB 1 5 tl IL Odil 5 
Home is an intimate place. We think of the house as home 
and p lace, but enchanted images of the pas! are evoked not so 
mùch by the entire bui lding, w hich ca n only be seen, as byTts 
compo nents and furnishings , which ca n be tou ched and 
sme lled as weil: th e atti c and th e ce llar, the fi rep lace and the bay 
window, t he hidden corners, a stool, a gilded mirror, a chipped 
shel l. " ln smaller, more famili ar things ," says Freya Sta r.!<, 
" memory weaves her strongest enchantments , holding us at 
her mercy wit h some tri fi e, some echo, a tone of voice, a scent 
of tar and seaweed on the quay . . .. This su rely is the mean-
ing of home-a place where every day is multiplied by ali t he 
da ys befo re it. " 14 
Hometown is an intimate place . lt may be plai n, lacki ng in 
_ architectu:.ilïëïfs-tinction and histori ca l g lamor, ye t wër'esentari 
outsider's criti cism of it. lts ugliness does not matter; it did not 
matte r when we were children, climbed its trees, paddled our 
1 
bikes on its cracked pavements, and swam in its pond. How did 
we experi ence such a small , fa miliar world, a wo rld inexhausti-
bly ri ch l n the complication of ordinary life but devoid of fea-
tures of high imageability? To prompt our memory Helen 
Santmyer wrote : 
47 
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. _ . ,., ,.,.,..., .- ~ .,.,. • , . . . . 1 n compar· :son, urban 
neighborhoods iack vis uai prominence. Each neighbo rhood is 
a sm ail part of a l'a rge bu i lt-up a rea , and it is u nci ear where one 
·~ nit ~nds and another begins. A planner loo king at the city ma y 
discerna reas of distinctive physica l and socioeconomic charac-
ter; he ca ll s them districts or neighborhoods and assigns th em 
names if loca l ones do not aiready exist. Th ese neighborhoods 
are places for him, they have meaning for him as inte ll ectual 
concepts. What wou ld be the perception of th e people who 
live in such areas? Wi ll th ey also see that in their area the 
houses are of a similar build and that t he people are mostly o f a 
s imilar socioeconomic class? The answer is, of course , not 
necessarily. Local inhabitants have no reason to entertain con-
cepts that ar~ remote from _their imme~.iate needs. 
-
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---------·---------- Finally, the functionalist organization , by privileging progress (i .e ., time), causes
condition of its own possibility-space itself- to be forgotten; space 
thus becomes the blind spot in a scientific and polit ica! technology . This 
is the way in which the Concept-city functions; a place of transforma-
tions and appropriations, the abject of various kinds of interference but 
also a subject that is constantly enriched by new attributes, it is simul-
taneously the machinery and the hero of modernity. 
Today, whatever the avatars of this concept may have been , we have 
to ack nowledge that if in discourse the city serves as a totalizing and 
almo~~--~ythical landmark for socioeconomic and political strategies, 
urban !ife increasingly perm!,ts the re-emergence of the element that the 
urbanistic project excluded. The language of power is in itself "urbaniz-
ing," but the city is le ft prey to contradictory movements th at counter-
balance and combine themselves outside the reach of panoptic power. 
The city becomes the dominant theme in political legends, but it is no 
longer a field of programmed and regulated operations. Beneath the 
discourses that ideo logize the city, the ruses and combinations of powers 
that have no readable identity proliferate; without points where one can 
take hold of them, without rational transparency, they are impossible to 
administer. 
9' pf ?WS'i?M 
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T p tt 1 5 (211 Si!Qiii) dlid 
1 liEU , &bi ll&i!ili Ldiilp&ILS ptGCC::&t p a 
t . ' ; 1 1 1 pa ath 1 S!il 1116 SIE&!!! pi 1 To walk is to 
Jack a place. lt is the indefinite process of being absent and in_ searc h of 
a proper. The moving about that the city multiplies and concentrates 
makes the city itself an immense social experience of lacking a place - an 
experience that is. to be sure, broken up into countless tiny deportations 
(displacements and walks), compensated for by the relationships and 
intersections of these exoduses that intertwine and create an urban 
fabric, and placed under the sign of what ought to be, ultimatel y, the 
place but is only a name, the City. T_!:le i~entity furnished by this place is ., 
al i the mo~_:;ymbolic (na~~d)_!>ecause, _!_n spite_of the ineq uality of its 
,ci tiz.ens' positions and profits. there is only a pullulation of passer-by, a 
network of residences temporarily appropriated by pedestrian traffic, a 
~huffling among pretenses;.of the proper, a universe of rented spaces 
haunted by a nowhere or by dreamed- of places . 
• 1 th t l-.. ' 1'4-• 1 • j' 7 'JP . . .. .. .. . . .. .. 
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Th e street where one lives is part of one's intimate experi-
,------euce_Ihe-la~:ger unit , nei-g-1:!-G{}meed , is a EOA-Ee-J3-~e-s-e-A-f l 
rnent one has fo r the fo ca l street corner does not au tomatica lly 
expand in the course o f ti me to cover th e en tire neighborhood. 
Concept depends on experience, but it is not an inevitable 
consequence of expe rien ce. The co ncept can be elicited and 
clarified by questioning, directed first at the concrete and then 
at the mo re abstract. Questions and answers may proceed in 
the following manner: 
What is or what constitutes my neighbo rh ood ? 
Answe r : Il is where 1 live and w here 1 go shopping; from which 1 
gather that each pe rson has his own neighborhood . 
~ 
1 
j ,, 
What is our neighborhood? -~ 
Answe r : lt is the loca le of my own kind of people, that is to say, th e " 
Irish in a mixed ltalian -lrish wo rking-class area . 
What is the neighborhood? 
Answer : lt is the ltal ia n-1 rish working·cla ss a rea , 
a physica l and social un it that 1 am vaguely aware 
of as different from adjoining a reas . 
.._ __.,..,._ .. ~ ~--- ___,,, .... , .. --.. "'-..~.-- -;:... .~.-... _________ ...;;;;;,;;;;;;;;;. 
--- - - ----- ---- --- - -.--. --~ 
-
1 . ~~~._ ___ ..,... ____ _ 
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œ An old bouse, a shadowy porch, riles, a crum-bling Arab decoration , a man sitting aga insr the wall, a deserred street, a Medirerranean tree 
(Charles Clifford's "Alhambra") : this old photograph 
( 1854) rouches me: it is quite simply there thar I should 
like ro live. This desire affects me at a depth and accord-
ing ro roots which l do nor know: warmrh of che climare? 
Mediterranean myrh ? Apollinism) Defection ) With-
drawal? Anonymiry ? Nobility? Wharever rhe case ( wirh 
regard t0 myself, my motives, my fanrasy ), 1 wanr ro live 
there , en finesse-a nd the rourisr phorog raph neve r sa ris-
fies thar esprit de finesse. For m e, phorographs of land-
scape ( urban or country) must be habitable, nor vis irable. 
------···-········--···-· 
!his longing to inhabit, if I observe ir clearly in myself, is 
neirher oneiric ( 1 do not dream of sorne extravagant sire) 
nor empirica l ( I do n ot inrend t0 bu y a bouse according 
to the vie\VS of a real-esrate agency ); ir is fantasmaric, 
deriving from a kind of second sighr which seems ro bear 
me forward to a utopian rime, or to carry me back ro 
somewhere in myself : a double movement w.hich Baude-
laire celebrated in Invitation att voyage and La Vie an-
tùieme. Looking at rhese landscapes of predilection , it is 
as if I were certain of having b<:en there or of going there. 
N ow Freud says of the maternai body thar " there is no 
other place of which one can say with so much certainry 
thar one has already been there." Such theo would be the 
·essence of the landscape ( chosen by desire ) · heimlich, 
awakening m me the Mother (and never the disturbing 
Morher ). ~ 
~~., .. 
•---
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"! want to lù1e there . .. " 
HARLEs CuFFORD: T H E ALHAMBRA (GRENADA). r854-r856 
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Where is the character at home? The question bears Jess on a 
geographical tëiritory. thari a rhctorical territory (rhetorical in 
the classical sense, as defined by the rhetorical acts~ pica, 
accusation, eulogy, censure, recommendation, waming, and so 
on). The character is at home when he is at case in the rhetoric 
~f the people with whom he share;Ïife. The sign of being at 
... home 'is' the abiliry to mak~ oneself understood wi thout too 
much difficulry, and to follow the reasoning of e thers without 
any need for long explanations. The rhetorical country of a 
character ends where his interlocutors no longer understand 
the reasons he gives for his deeds and aerions, the criticisms he 
makes o r the en.tbusiasms he displays. A disturbance of 
rhetorical communication marks the crossing of a frontier , 
which should a[ .course be envisaged as a border zone, a 
marchland, rather th_an a clearly drawn line. (p. 179) 
If Q~sçom.hes .is. .. rigbJ, w.e s;_a_!1 conclude that in the wo~l.d .of 
superffi_c:_9.e!!.1iiY. p;.?.ple are a lw~y;, a~d ~ever, .. at ' h~~e: .. 
. _... , ~ . -· .. .. 
l# 1 tt bQ hL USi(Ç i@ iP hi# . z hJ w 
1 
' 1 
., 1 
erman language there are different words 
concept of home. Hobsbawm (1993) di s-
difference between Heim and Heimat. He 
the concept of home in the wider sense, 
· · al-
the early quotationW of' home refer to 
or land: 'Keep far our foes , give 
home' (Book of Common Prayer, 1627); 
home and beauty' (Samuel James 
1811). There are many symbolic and 
meanings which are commonly used 
uu.tuo:::s:s·. belonging; a process of self ful-
d death, the end of Jife's journey: 'Swing 
chariot, coming for to carry me home' 
American spiritual, 1850); 'From God 
home' (Wordsworth, 1770- 1850; Ode, 
from Recollection). There are 
references to home as the ultimate final 
death. These are still meaningful today, 
the way in which the concept of 
continued to signify a much wider range 
gs than are commonly used on a day to 
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ar y 
scope of this 
Elb ert, 1987; Mack, 1993), it is important 
that much of the thinking in psychology a 
nomenology was greatly inftuenced by the 
ing focus on the domestic hearth as the 
and subject of Jiterary writers. These pri 
domestic uses of home are illustrated by 
quotations: 'There is nothing like staying home 
for r eal comfort' (Jane Austen, 1775-1817); 'Be it ever 
sp humble, there's no place like home' (J. H. Payne, 
17~1- 1872). 
aspect 
self-definition of the middle 
_It w~~-~.ê.llm.:. haL~ 
domesticity~. and home have been 
Jl~.\~ -- (fu:b~ry~~~ki, · _  j~@~- Éi{rly 
century quotations also refer to the sym 
ideal use of home: 'Keep the Home-Fires 
while your hearts are yearning, Though 
are far away, they dream of Home' (Lena 
Ford, 1914). 
..... ...,.. .... , .. , .,.,_ uo ___ ,. .,_ _ _ ,.. __ ,.,... 
cr jgçjp fu ' 11 In today's usage, 
'• 
home has become a central part of our un-
g~~ ~~'--~~s~~~~u~cUM:LJ~~·wY~~~~~e.~~--~~~~:~~~~~~,~~·~~~~· ty 
The r!!~D.!J1_g-9-f.bom.e .s:witched fr.om.r.eferr.ing. to the .. and ideal (cf. Hareven, 1993; Neale, 199.7; Somerville, 
naf{Ve , . .village ._ _ bi.rthp.J~çt;! .or ___ çpynt.ry to .. the 1997; Chapman & Hockey, 1999). 
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;g_ Litt iJt Llli!J!t.i@!2l! Iii!@ i31111@ ih&At iliil)i.i;t. tilt LI! 1 
\ perso n's 
home is, in \\"t·srern n drure, usual h· u ntkr~ to<Jd ro ilL· 
siru::tted in space :lllo rim e, a place rn Î:11· qnç 's 'head , hut ir 
heromes 'home' whL·n ir is inscr ihed ~~~rh (soçial. p. ,._ 
chol ogica l, and emorin::) me:1ning IÏ) r indi,·idua ls :md 
groups. The me~n ing is, ho11·e,·er, perso na! , an d therefore 
Ji (fe renr people :1re l ik e l~· ro undc::rstaml 'home' ro mean 
diffe ren t rhin gs ar different rim es. Home is rhu . :1 hii[h lv 
fl uid and a conrested sire uf human exisrenn: th :H rdiecr~ 
:1nd reifies id enrities and l'alues. Rese:1rchcrs h:11·e bn:n 
weary of the use of rhc rerrn cxacrly - bcousc of rhe 
wcighr of th e rn eaning in e1·eryday !ife and rhe ambiguir y. 
Since the horn e is inrcrconnecred with man~'. if nor ail, 
major concerns in many rcsea rch tields, no une:: specifie 
definiti on is agrccd upon. ln IJcr, so me acaclcrn ics 11·arn 
agai nsr nar roll'i ng rh c usage in th e na m ~:: of inrell o:cruu l 
ri gor for the fea r or losing mu ch of the social lllC' :l nill [!. 
• lC . 
Thinking about home can he argm:d robe hasicall v 
),!<::ographi c, hi ghl ightin g relarions bemeen pbcc, space. 
sc:J ie, idemiry, and poll'e r. The home beco m..::s n lTrHra l 
concern for t!cography when rh e ;1rgtfllll' IH is ntl optetl 
thar the primary 11':11· in ll'hich rlw !!eog-r:1phi o l suhjec t 
rcali zcs rhe co rnmitmcnr ro pl ace is lw mt• ans of h:Jbi-
tari on, and rhc hom..:: i · in re rprctt:tl as a . pb ce 11·herc. 
soci a 1 re 1 u rions a re acred (~u r. . 
.-\nah·sis of rhc horn~: 
rnt:d 10 includc 0 ~ 111d~ · ur contill\1 1) \I S proccs~cs 
rh;tn isttbtcd anions. ln culmrnl and soc!•!l gcqg-
rh ..: home is nsualh· undcrsrood in spari ;l] an d 
;t l rc•nns 1\ irli rh;ce. 0\'l'~ap pi;;-gco~npon 'E.!l r~: Î101]~~ _ 
us · ryrial a'_l.d_ irnuginâr~,·ej_rhe '.'.~xus Dl.!f\\' t.:c~J~>~l.:. 
.JlO\\'C, und idcnrin" un d the mulri scala ~i_r;_• of home. 
'ona ll\', geogrnphers ha,·e bcen more intcrcsred in 
or th e home as the ho use (residence) or 
ace (dwelling) and rhe noti ons of home as one's 
, or pince of ori gin. Home is sccn _:Js loca red in 
bur nor necessarilv lix-;J' i n- SP-ac~ alrhough the 
'ons of home h a\ ·~;;;d~u ~~ l; ri,·ileg;-.,- physic_al 
re or dwellini, sÙch as a house, Aar,insrintrion, or 
n thar is bounded in space \\'ith ccrt ;lin funcrio nal, 
mi e. es theri c. and mo r;ll strucrure. The cri ri es orgue 
is approach is rcdunionist, highlighring only one 
of home. 
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.\l ore recent rcscarch rhen:fore riews house and home 
as relared but nor con riared. ln an atrcmpt ro cluci rhc 
rclarionship berween housc and ~OJne, rhe larrc r i 
a sparial and socia l unir of interaction berwcen 
ridu al <llld socierr; a residencé inhnbirëd hy farnil~·. 
thi ngs, nnd bc longings; and a spoce where p 
-m·mes ,uïcfrélononSlll s-are liï'ëd:-Tnissp:Ïriâl 
~ ~is crea red by- t;;"riii)', ge nd~" r" '"' "'n< 
stôbiliry~s;; rit }' .. ~nnd-d-;clnn ·-0\\·iîçŒbij).Rësea 
proaches ;;;lude srud' ics-of ènvi ro~men ral design. 
recru re, and landscapc archirecrure alongside 
culrures of home udopring ethnographie pers 
exnmining rhc ohjecrs ar home. especially pay· 
ro arr and orher forms of visnal culrure. 
f Pcopl'ô are. incrcasingly mov 
• 
i 
- . . --~· 
from an expe ri ence of unse lf-conscious roored 
has economie eA-ecrs as more acrors are prepared ro 
in the ' ri ghr im;;gc' of hrmie and pl ace. 
Imaginative Home 
;~ 
~ !; 
1 : i ~·~~ i 
: : : 1~ ~ ' i'~ R P ii 
~ 
;~ 
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182 Home 
tha r i5 ar!!ued ro g_i~.<::__ ho r f!.!:: .... !.t t _J~O\\Çr ro cli ciJ srrong 
crnorionnl n:sponsc. The homl' is idt: nrilicd as an l ' lll O-
ri n~rl . wart:hou~; ~·o nn t:crt:d HL_rhe ir~l~· i_<:!_~.:!l . P:5 ~ ~c h ~~ 
i•>gicn l cxp.:· rienccs :md rhc feelings of sccurir~ · ~ n d_ 
w~ ~!1e i~g. ln_~,· Ïl'l'l_ jlCO pl c_ ~ re seen 10 fi:c l ar ~orn e 
11 hcn wh:n rh e1· do hus some cîfcn and wh ar rh e1· sav . 
é,;;: ries ~ ;;;; w~ghr , rh ar i.~. rh c~ · harc- ;o,;r;o l and pow~~ 
ro decide fo r rhernsch·es and in Auence orhers. Bv 
f~ cu s ing on rhe. home as ; sire of consrancy: r~;';;,i n~ 
a . pari ar-- ëonie~-n- in wh ich duv- ro-dav .. r~uri n e s are 
përtO-r-~ed~ n~-d a sire where peopïëf"ecl -y;-c~o l , rhê 
cmorirt: :tspc·c-r ·ofho me_ i~.Q~~ ~ ~ - <;_o nnected wirh f;O~re~: 
th e fiô rn e srorrs by bringing sorn e spa ce under conrrol. 
l:!::!.:~_r'n e n'7; 1~gf;;I_ a pp ro :l 1 tue uses. on th e indi~_i_du aJ 's 
(:_: l_i~1_gs !!.f. ,-~_ue c a r:.!_ng. JJ~ ~-c;~u riry; _a nd_ rn <:_';l~~:s a r:._~ 
dr!3!m, .• } lcre, rhe home is usuall y seen as a place thar 
offers se curir~·, farni li ar ir}', and nurrure- a bounded space 
beyond which lies rh e unknown inro wh cre people 
,·ennr rc but hope ro rerurn ro th e safe haven_ The ~oc ial 
construcr ionisr scl1ool cb ims thar home is nor just n 
Î lJar:_cr of feeli ngs ~ n d li1·cd cx pc r ic n c~s- b~ r olso of 
cognit ion an d inrcll ec ru ol co nsrrucrion. -~li-ll!!lilfi••• 
1-
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Jity and Temporality of Home 
nded in th e acti1·iry thar oc·curs in a place, b11t in 
research the ho me is rather dclined as open and 
cred out of mm·ement and commu nica rion. Rc-
,, .. ,,.r, nlh,· cal rcsea rch on th e home focuses, rhus, 
:-c·c. T he ho;ë;;;;~-;~~e-7es~J irof'a 
--->---Jt'd·-. -a-n-, conresred proccss, \\' hich remains 
and is always expressed in lite rai an d materi al 
examl~~ ..... .lh .. ~ .. - Photog.raph taken..-o( ai)JiJ 
~--c-d. is !2Javc<!_ :.:i.t.~h~ hQ_'!J~ ..2~~.~1l....9.f 
·arious purposes prov ide abundant materia l in 
Y .9f.. i ~~ntir y-~Qd_l? .. clongj_!!g L!ill:.~s...i.n...!.h.i! 
atio.nshi n b~ r ,,:.çc tuhuc.ILaQ..cirh e...objecün 
12roducrion of h on~e. Soci<tl relati ons and 
.;..__ .. +_m_e_a_n--:-ings srn:rch beyond rhe phys ical space inro 
lie and rhe ,·irnta l. ~~ r~ ll v J.h h om~ .... DHJ...h.e 
s.r a r.e....a. Jwu.~e. a .. neigbbqr.hoQ.d. 
), -~r. rhe wor _l!.i rsu;V. 
mpora ll y, rhe focus in rhc rcsca rch abom rhe home 
rnosr bcen on rh e changing meanings of home in 
and on persona! and public na rra ri,·es of home. 
hical and socicral pos i ~i o n , rhar is, residcntia l 
rion and mobi li ry, gcnr rilicarion. and zonin g prac-
ccn rra l rhcmes in currcnr geographical srudies, 
rhe horne as residence in ri me and space . 
. pace and m·er rime has beC'n a long- rerm 
. } 
' 
... 
Home 
c:onccrn liJ r !!l'Ol,!TOJlhl·. inclu tling thl' IT\l'S ~uch 
r~ ry ~ n d fo rcctl mtgro uon on t em por~t ry •>r 
basis. 
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rennon 1 n rhe global "·orld ts tlierefore given ro 
nJ rional homes, rh ali.nç_orpo rare .. ~lg.dieq.....r lS~O i 
p_a_:r.~~c:EP~s_?~~l_re i ;JJLonsh i ps . ..\rj rh ll..fe_rr!!gra 
ro lirin' Îl.! ~J~Ç.ra_l placeü!.L.a p.h)' ·caLsc.nse.. 
~:()rk,.~eco~ . .b..OJJlSS, anJ.l .f;l t: :J I'~ 
~~frç.Ji[lgJl! bom.s_:u_yoJJUurrent pl oq 
_O.!: fe.:; ling _h pmel~ s 
6o 
... ~ ! .L -~ ~--.... --T~ .... '""-- - 1 1 -
_ __ ..,.. ___ y- ~------- ....... __ 
·Abstract knowledge about a place can be acquired in sho rt 
order if one is dili gent. The visual quality of an environment is 
quickly tallied if one has the artist's eye. But the " fee l" o f a 
pl~ce takes longe r to acquire. Jt is made up of experiences, 
mostly f leeting_ and undramatic, repeated day after day and 
c;>Vë"r.the span of years . lt is a unique blend of sights , sounds, 
and smells , a unique harmo ny of natura l and arti ficia l rhythr:ns 
such as times of sunrise and sunset, of vvo rk and play. The fee l _ 
of a place is registered in one' s muscl es and bon es. A 1 "L g 1 a 
ci · t · 'a!lwtyJ s s i ll.èagcln; ' · n 1 r · t n r ti rh'!' !li 
a. ;tl AllA U:Olb@@MitiiiiQAI!§@b.&Jikiiii!H!II l &d1 1a 0 •0 c:<- o• a eeou ...... ...... 
Knowing a p lace , in the abov~ senses, clearly takes ti me . lt is a 
subconscious -ki nd of knowing. ln ti me we become familiar 
with a placeJ whi ch means that we can take more and more of it 
'tor granted . ln ti me a new house ceases to make li t tl e demands 
on our attention ; it is as comfo rtable and unobtrusive as an old 
pair of slippers. • 
Attachment , wh ether to a persan orto a locality, is se ldom 
acquired in passing. .. ' 
~~t , , 
·. ,, 
Anthropological Place 4) 
d si jsd Sft?st' , t , 1 Il 1 1 
' 
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.• _ __l1____1___ 1 , , . 1 r 1 
~ The inhabitant of an anthropological place does nor 
make history; he lives in ir. 'illl-liii•••••• 
----~--~----~----~-----f 
.............. ~ .. ----.. ~~ -~~ .. ~re 
1 1 1 z :mage eps 1 ; IJ ; 1 hr 
- L- - ÜPFP?2 pheir memory does not simply remind 
us, like other childhood memories, of the passage of rime or the 
changing individual; they have effecrively disappeared - or 
rather, they have been transformed: t b fuz 5 , r'!J d b 1 d 
i , ws sd nd z 59??97' s 1 nhnn sm s ùs 
These refurbishments cause a few perplexed smiles and a 
certain amou nt of retrospective musing among the older locals: 
for-what they see projected ar a distance is the place where they 
used to believe they lived from day to day, but which they are 
now being invited to see as a fragment ofhistory, Spectators of 
themselves, tourists of the private, they can hard! y be expecte_d 
to biarne nostalgia or tricks of memory for objective! y evid~nt 
changes to the space in which they stiJl live, which is no longer 
the place where they used to live, 
~ 1 11 . _} ____ _ c_ • ___1 _ _1 
-- - --, 
b"g 3 lg 1 ' 1 1 ,j 
,. 
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We have examined briefly ce rtain relationships between 
ti me and the experience of place. The main points are th ese: (1) 
If time is conceived as flow or movement then place is pause. 
ln this view hu man ti me is marked by stages ·as hu man move-
ment in space is mark ed by pauses . just as time may be reprè-
sented by an arrow, a circular orbit, or the path of a swinging 
pendulum, so may movements in space; and each representa-
tion has its characteristic set of pauses or places . (2) While it 
takes time to form an attachment to place, the quality and 
intensity of experience matters more than simple duration. (3) 
Being rooted in a place is a different kind of experience from 
having and cultivating a " sense of place." A truly rooted com-
munity may have ~,hrin es and monuments, but it is unlikely to_ 
have museums and societies for the preservati on of the past. 
The effort to evoke a sense of place and of the past is ofteri 
deliberate and conscious. To the extent that the effort is co n: 
scious it is the mind at work, and the mind-i f allowed its 
imperial sway-wi ll annul the past by making it ali present' _ 
knowledge Y 
- - - - - - - - - - - -
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~ The habitable city is thereby annulled . Thus, as a 
woman from Rguen put it, no, here "there isn't any place2.P~.cia1._e~cepL 
for my own home, that's ali. . .. There isn't anything." Nothing~pecial:': 
nothing tfiat is marked, opened up by a memory or a story, signed by 
something or someone else. Only the cave of the home remains betiev-
able, still open for a certain ti me to legends, stiïl full of snadows. Except 
fOr that , according to another city-dweller, there are only "places in 
which one can no longer. believe in anything. "'3 
lt is through the opportunity they off er to store. up rich silences. and_ 
wordless stories , or rather through their capacity to create cellars and 
garrets everywhere, that local legends (legenda : whar ls} o be read,_but::_ 
also what can be read) permit exits, ways of going out and coming..back-
in, and thus habitable spaces. 
'- J : . :. 1 ;:!lll:a;,x 61 1~§9 1 
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---r. Without the monumental illusion before the eyes of 
the living, history would be a mere abstraction. The social 
space bristles with monuments - imposing stone buildings, 
'disëfeeùnùd sh~ines- which may not be direct! y functional but 
g(vë- every individual the justified feeling th'at, for the most 
part, they pre-existed him and will survive him. Strangely, it is 
a 'i er of breaks and discontinuities in space thar expresses 
continuity in time. 
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From this can be judged the worù1 of accepœd formulas about 'the 
rôle of memories in perce ùon'. Even outside em iricism there is raJk,~ 
o 'the contributions of memory'. People go on saying thar 'w pei-
ceive is lO remember '. lt is shown thar in rhe reading of a book th 
speed of ù1e eye leaves gaps in the retinal impressions, rhmfore. the 
sense-data must be filled out by a proj ection of memories. 9 A landsca~ 
,~ 
or newspaper seen upside clown are said ro represent our original ~iew · 
of ù1em, ;~;ur normal v"it•w of them being now na rural by reason of;, 
whar is added ro ir by memory . 'Because of the unaccusromed .' 
. ..... 
arrangement of impressions the influence of psychic causes COUl no ·· 
longer be felt. 10 lt is nor asked why differendy arranged impressions - ,, 
make the nev\'spaper unreadable or ù1e landscape wuecognizable. Thé. 
answer is: because in ord er to fi.!! ou r perception, memories need~, · .. 
have been ffiâC!e.pê>ssible by the pfiys10gnomic characrer of Ù1e dat( 
Before ail)' wnrribuüon by memory, what is seen must ar the presen~ , 
moment so organize itsell as to present ~ picrure ro me in which 1 cau,. 
~l>gntze my formër exper;eilCes: TÏÏus"[heapj?ëd.Tio ï'ïïëriïOTfpï'esùp: 
~?:'!;es _whar it is supposed to explain: the panernmg of data, rhe 
.\!np?si.ùon. of meani.ng on a chaos of >ense-data. No sooner is rhe 
:Ï~o1Iecrion. of memories made possible than it becomes superfluous~ 
. .:-"'~.ct:,tl.ie work it is being_ a!>ked to dois already clone. 
_ __ ....1__ 
• ~-. ...................... _, ........ ~ ............ ~ ............ ma~ 
} - ~ - - ·-;-----.. 
----,.----------------------~-~~··~----
~-1-
.---.-- ~.----.-----------------~-----------~--------.--~~ 
--.J------------
. The i ma~>OC "f ni ~ . = v~ v• ,....--:e, here sampled , are 
evoked by the imagi nation of percepti ve w rite rs. By the light of 
thei r art we are privi leged to savo r expe riences that wo.ul d-
otherwise have fad ed beyo nd reca ll. He re is a see ming 
pa radox: thoughl creates distance and destroys th e immediàèy 
of direct experien.ce, yet it is by thoughtful reflecti on that th e 
elusive moments of the past d raw near tous in present reality 
and gain a measure of perma nence . 
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Historical time and oriented space are aspects of a single 
experience. Intention creates a spatio-temporal structure of 
"here is now, " "there is then." •••••••••••• 
An explanation for the wide use of ti me to measure distance 
is the fact that units of ti me convey a clear sense of eHort. The 
useful answer to questions of distance tells us how much effort 
is needed-what resources of energy are required-to achieve 
a goal. The next goal is a spear throw or an arrow shot away; it 
is one hundred paces away. A reply of this ki nd appeals directly 
to experience. Not on ly are we able to envisage the distance of 
a spear throw, we can also feel it in the effort of throwi ng a 
spear. A pace is not only something we can see-the span 
between onè foot and another-but it is also felt in th e mu s-
cles_ How is the pace (step) or spear throw related to time? A 
pace is a unit of time because it is felt as a biological arc of 
effort and ease, strain and relaxation. 
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~~ting,_t !l e nçnl]~..;!j.l~!!~~ ~~~:..._r;:ert>~ 
Eroblrm of InlJ.?~~~ • .a. n cL_~} m~"'~;:~~ ~~~~:}l.~t;_ ~~r~1.9.Y . <J.!~C~!5~':.d . 
~d...0.at~tJle e.:.t_:_of sp~S.SSft:!l ~!X qrs;:arul!. )Jc;tght or dep~1 . ~re _f!S~t 
EPo~ed_. but tl~a t !!;_~~:~~~h_esa_u:s .. !b..ey '!.fS a) l ~f'!~1Lm.to~ th.e . h~ld.~t~ ta~e~ ~.P.'!,!}. _L)J~"~.:!l~!-9 :.. Th t~al!,O.!:/ •. ~~~ .~ll~.Y 
-eTnndoted when we showed that •t is tempo ral lx·fore bemg ~pat 1 a l. 
T~~i;.~ :ëilltt n s iss..br.s~}j~~.t,bt.La iir~cs.~Î~~o. t.f~r::S.:ï.~ ~p:_~:~!~!~~ -~bt~U .~ !"@:.".~~~,~.-~~~ ~!:<i • .!l.l!.. ':: ::2~.~ ·~2,P,.(; ~~- ~':~':.~~.ut ,t!J.e 
unit)' and indtvtduali ty of each tem oral wave t'- po~qbl 0 onl)' if tt t'> 
~:_~2..-~J.:éîV::i~ l h~{.ë~:id;;{i~~~~~}2.~r.:~Fü~~~ ~"g ~0~:i~~:.{ 1 ~i~ 
same temporal pu l;at1o n vduLl1 produces Il sull reta tns its predeccs<;or 
. aiid antici paté.~ ~[, Stlccessor. ft lS. oliTecti'Vël:mié ~~vhich 1~ mad e u·-of 
"7uècê'SSive rnOO'îê'n~;;ï;";~pres'ëm ho lrl7'; pa~r-;;x~-r;:~;~-;;;;:;th •-;, 
i[s' 'lhiC.:knes<;. The ph e nomeno~ of m ovement rnerely dtsp lays spat tal 
!Ocflet~pôra iïî 1~t~ê~li~~~!].~~ërë~;~~}·~~~~~~TY:wèkiî0W-~ 
ment and a rn o"ing.J:.n llt.Y ..Wllhout betng 111 any way awd re of nhJ <'C tt ve p~iti;;:;-;., ;,-~;- knnvv of a·~ ohJ<'ëÎ ~ l ~a .:.d1 ~ tar~ce ~nd . c{) .~j'ri~~~~'L~ 
~~~~î.}"ritèr . r.f tal'ion·:?iél_·! .s_ '~~ k~~~ .~mL!:t2~~!l~~~l!.!J!~Pl~c_\..'2f 
an ~S!].~. ~~h e,t)l1t ~ t~.Ç2_~. ~-( o.~:':.E.a:'~ .~':~!J I ~n.L~'~.ll!.~5,~. rŒ~l~ç~~r~ .. 
MotJon ts a modulatton of an alre.toy famd1Jr >l' tllng . • tnd once mon· 11 î~;d~ ~~s b.a.d; ~;·~~-:z;;;ü:i-.Eciwë"rrï. ,~ h , ~G' , ~!;()\~; {J{;;;:;wîg~~;~:h~ZJ; -;~~·-a~-~.hèQJm:?.l.msl~ .. j;_~~~;:~! ·;-;~~~-ôr -s~~s~:i;:;~,,~;:cê'QiO~;- !;~·'&.~ 
ë;~sÏÎ~utec[~' ... - .. .. -
• 
41 Titis prohlrm c.mnot he po-,Ni \Vlthnul already o111 n111mng rl·ah ... rn .md. f()r t>>.f1111pk. 
the cclebrat('d dt·" n pllon< of !kr~'"" fkrg<o n ·, .tht•rnallvt• to thr mu lllphn ty of 1h11>g' 
cxrrmally JU XtapoM·d 1<. th t· ·niiJIIlpllcuy llf fuswn .md ln !t·· rpenetr.lurm ' of U>Il\tJoU\ · 
nes.t; He pr<Xt""t•d\ hy \'1/,l)• uf ch luuPn, 'P('Jkmg or lClil\(J0\.1\nt· ...... Ù' If Jt wt:~ n· ,1 hquul Ill 
wh1c h Jnl\tant<. and po!-. HJ(Ifl {, d1,solve +n :! be 'or?h &g ' t 1 !PltP 
6g 
•' 
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One cannot , therefo re of · ""'~, .. ,.,..,~ ~~~-~P.poses , or atle~~~: _____ th :_Kar;ti~~- ~l'E..~!~~:....I?.?~:J~re~e. 
·,'_ _terms, and sinn• dept 1 does not pos ll the m ult iplicity of pcrspecti.ve 
;:ppe::rr;~~;-r;;-;:;-i~(fè~-,-pïiê- lt 'ï; a~~~ y~7s . hu[" ;ces iha t"r1iïi i'l1prfcit' 
-~nlf~ !<~~~:.th e _h_:,_~k~ro~!1d o_f _the ~~<:.~!:.:L!.L!ÏlL1h~Sill_a.:~l ~s ~~~.:_csi~ 
t~~cJ_d.~te~ ... iX~ _ _;:r:~:· rstand, i_t _,1s .• _tC'!ll.eoraJ. Wll <"~1 _1 §_ay tllat 1 sec au 
~eu at a di stance. l me.1n that 1 alr('ady hold 11. or tl1<1t l sti ll ho ld it. it 
is ;~~futur~ o r mthq1ast rt . weil as hein in sp~·re. ''' It ·~-~ ~~ r~ rti;p., 
be said that this is so o~Jyf~~ ·; l e; ~~ itself th;ïa;;p wbich l perret ve 
e.:<ists at the same time as 1 do. thar distance IS ht' tween simult aneom 
abjects, a.!ld_t.\lat .. ~h}s ~~I]Hlltan e ity is contain ed 111 rhe ve ry meaning of 
,perceptio n. No doubt.~ut C_cJ_:~::is t~rJ_ce ~"'·hichjl!.._&ç_t SÎ.f fiq es_.P.,<).C~ c.-is 
not ali en to tim <:- , h.l.l\ is ,\he !_açt Qf_ t ~vo p henomena belongi ng to th t' j~~R9-tal .'~"n:e .• ô.sJor. lh relatto.n.sblr~<?.L J_1e ..P~!.{~'{d .. oh)e_s!.J<? 
my percepnon . it dues not unu e th em in ~p.1 c<:- and o ut side ti me: they 
-art:' ~rïtëffië~~ô!r=-I~e- 'ëïrdëT'"oJ ë<i~.i~~It~~i? :=-5..-.:~se :;;;·;:a5ï; -~1e 
'order of sequences', o r rather ti m e is not o n ly th e consciousne;s of a 
::;eq§riëe~ Pi~e~tf}_n ---;o~i.~_e_sjnè _ii-~~- a -··'field c~(é~s~;ce :_:_iE...5b..e · 
!:oad sense .. ..:_~t...~~ing.J.!:.J~.2.jl,~e~~ h ere - th e re_j;~n 
and the past -presc;~-futu~_ension . Th e :_econd elucida t~ first. 
I 'hol~~~~j~~~..?.!?ject with~~)' explicil po~_!_!_i_l1&. QLJ.!Le jla~~l_p~!::?E.:s:!:: apr..<l!en_~J i;~~- ~~~~shape2_as 1 ~_!i~-J~;'.e .. ~~.J.:.·u~~ ·" 
~~~~ !1~-~i ~~<? ut.~a nt ~~.t o rtion .. an<) ;~:i~]!l~ ll _anU~t~rp<?led 
'recollection' . If we wa nt to talk ahout synthesi~. it will be. as Hus!'erl 
. ---" ... ~ -·- ........ ' - . - - _.., ..... _.._"'""""''- ,.. ... 
says. a 'tran .:J,_Y.n t...œ-.~wnish dpe n >J l in}; _d.k'P.l[i)te _.re~,e!;_c-
trvêS,l)uÏ b rings about th e 'passage' from one to th e ot her. Psychology 
-...... ':ill -- .. ·~ .. - -.~ - .. -- ... ~-- ..... ~--.......- ... _ -·-· ....... - '~ -· 
· haSinVôfve itse lf in en<ll_:ss ~ifficu)ti~s-~y !rr:!!2 tu ~ ~1emNor ' 0~1 
,.,- tliêposse.ssicm of certain contents or recollect ions. the present traces 
.'_ (i~_tFfoà.?.~ th ~.ll!l.S:o~.~-~~~~).;,o_ (~ô is'!iê~:s~ t?._~ ror~~~~st:> 
tn ct:>s we ca.n never corne to un ders tand rhe 1;ecog~li!ion o f t l t'pa~ as 
past. In the sJJl_;_e wa r.. _:v.s_.§.l].alJ m.>v~ r. c;,z ~~:!S.!.'?- ~ci~.Jl~r.;:~;p­
Tion of dtstân'cc if we stan fro m contents r.re~n te;h.~Q l Ç?_*sps.gk .• <J..J) 
~i1t':a~Aàîrîrô.-~';:(ioji'"Of the world·. as T-ëcoll ectiom are a projec-
iiOi)()~pasÏ~e-_ _e;:-;;~~U. -ï\ ii{iù-st~~;I;, en~~~);"C;u ;-he un~ie;~~l;~~ 
only as a direct possession of the pasr wit h no interposed cont ents, so 
the ret:S:~Th?n 0 distan cé canh'ê- tm ;;:~od~ bma i;jh;-J;ili~7c 
whicb links up ~~!_~e it aecear~ Mrmorr IS built Out of tl;s_ 
progressive and con of one instant m another and the 
g_ercepti~n ~t 1 have of it from here. Just as there is ng~.i?ilicy.. 
of en gaging in any discussion.B(the 'çanservation of recqlls.ç_t.;!.~ 
'OriifOT'âêërtàîiî"waÏ <:!:_~g~!ir:; ~..:y_J:.ich J:lin s...<;.\U \ÈS ua~t as ~n­
inahenable dimension of consciousness, there 1 · no problem of~ 
tance, d istance being irr;\ned\~7ê y ~'ë-rovTd(!dth~~fi.'iîd the 
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The 
multiplication of effects through the rarefactiop _of. means is, for different 
reasons, the rule that organizes both an art of operating and the poetic 
art of speaking, painting or singing. ", -1~ J ,..,. } 
This economie relationship del imits metis more than it indicates its 
dynamic. The "tu rn" or inversion that leads the operation from its point 
of depart ure (less force) to its destination (more effects) implies)ïr st _of 
ali the mediation of a body of knowfedge, but a peculiar one_whose 
_.. éharacterlùlëS.â re the du ration of its -acquisitiÔnand Tt;-co;-p~sitio~y~ 
an unending sÜ~mation of particular fragments .· ii" is a matter of ·~ge .. 
say the texts: they oppose the "experience of the _old man:'- to the 
"thoughtlessness of youth." This knowledge is composed of many m_.9-
ments and many heterogeneous elements. It has no general and abstract 
formulation , no proper place. It is a memory,1 whose attainments arè. 
indissociable from the time of their acquisition and bear the marks of its 
_particularities.:. .Drawing its knowledge from a multitude <?.!_eve~ts amo-;,g 
which it moves without possessing them (they are ali past, each a Joss of 
place but a fragment of ti me), it a Iso computes and predicts "the multiPle~ 
' pa.ths of the future" by combining antecedent or possible p~rticularities. 8 
À certain duration is thus introduced into the relationship of forèê~a~d 
ê hanges it. Mëtis in fact counts on an accumulated time, which is in its 
favôr, to overcome a hostile composition of place. But ils memory 
remains hidde!:l (it has ~~etermina~l~ P~<:<:~)..E.E to the instant in whi_ç_h ___ _ 
it revea]s itself, at the "right point in time" in_a way that is stiJl con-
nected with time even though it contradicts its usual concealment in a 
~;~i d u r ation. The flashes of this memory illumina te the occasion . 
.---The. occasion is e;cyclopedic b~cat7se of mëtis's ability to use through 
it its treasure of past experiences and to inventory multiple possibilities 
' iiï lt: it contains ail this knowledge within the. smallest volume. It con-
. ëëiît ~ate~ the most knowledge. in the /east ti me. Reduced to its smallest 
f ormat, in an act transforming the situation, this concrete encyclopedia 
is a virtual philosopher's stone! 1 
~ . ' . ' : . 
.. · .. . .. . . ' 
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. D e Ce rt cau's an li-museum describes the unsettling of components lhrough expan-
Sio n, cont rac ti on, a nd surpri se association . The a lm ost infinitely postponed Atheni an 
tra nsit sys tem is kn ow n as ·meta pho ra i', he noïës, conneëiE1;-tra vcfwit fithë-;ôi·a· .. rô r 
ni~n.l<?!Y· _lt is suddèntÛrn s-éÏÏÎd -co~;~;ctio-;ÏsamOIÏg tlïliigs- ;i1èoùn.tered c ii ·ro ute .Ïhat' 
. c!.r. i ~e..J..ncm~ry. ïiislci~<.l .0: ~~t12!Jü2i.:t.?~ ~ïi: tü5 ~sing m~:11 ory, th: ir ru p tio nï:>f m~m~oXy~i_s - ~~e dJ_S r ~P..li?.P. gf E.<2Jlei$.11 Ç~. De Cerleau 1hus challe nges pl aces o f memo ry as orderi ng 
a nd accumul a ting knowledge. He adapls an Aris to te lia n frame, mov ing us from 
id_c:;n tit il:!J:Y . ..!.Î.!!l.L(f:ÙwiiO.s) a nd 1~lace Scho_:_c.!.) to Ï'lO..\lPÜt;.Q_pla.sLOoRQ:!) and lime as 
even.!f.u ~~~J~!!!c.os) (sec R ii mo. 1999, pages 314- 317). T i me as ka iros mea ns. in.stead 
o f ac ting as sto ragc po ints fo r tim e. to po i o n·er a de tour by way of the pas t (de Cer-
leau, 1984, pag , 79). T hi s ability to ' tur n· ideas he li nks to knowledge as the classica l 
G reek II H! I is. w h'ieh' "coun ts on accumu la ted ti me, which is in its favor, to overeome a 
hosti le com position of place" (page 80). 
Table 1. D~ Certeau·s schema of invisi ble citics of timc and memory (source: de Certeau. 19ll4. 
page li5). . . . • J j, .!/ ,, rr 
! ; -;-.. 1. ........... ' • ' 
Pbœ (A) Mcmory (B) Kairos (C) ' E!Tccts (D) 
T i mc + + 
Opera tion t . 
Yisibi lity + + + 
Knowledgc d raws on the p laces amo ng whi ch it moves wi thou t possess ing them; 
J i s placin&.M.d_r~R.).(lçing_e_~çl:J . ra.ther than assembling a total sys tern . The prgcess thu.s 
links spacc a nd t if!}~, . th<;. vjsible and .invisib le i1~ the prac tice. of memory (table 1). 
T_hë ~is i b l c eî~\CCS of the c ily a rc br<;_) ught j!l_I ÇJ!~On t aet wit_h a~ i ~v i ~ibl q.r.d <;<r: ln A thcns. 
the ~ibi;è;Je r-·of thc 'ciiiand t he invisible a nd rem embercd ci ty of the classics werc in 
friction . T he transforma tive ·moment' is ka iros (stage C) which links memory and place. 
P laces are not so mu ch stores of me mo ry as opportu nities. The g_çliOil Qf mem oey_i.s 
like a_:~~o-~ay i ng _cgg_s .. in 9 1hcrs· plac~~~~<:i.~ ra<:!_i!!s;..çl_ place_an.djs_mcdia tcd..Y.i.a 
_mc.mOty. like Bergson the il. this is a vision of t ra nsfor ma ti ve lime, ye t o ne tha t asc ri bes 
a far grea ter ro lc to s it~_Q lj:llc_m~ry, and explici tl y disagrees with the ordcrcd landscapc 
o f the ''<\rt .. of mc mory" (de Certea u, 1984, page 89). Mcmory is a lt cri ty within the actio n 
and li le of the c it y. ln the mea ndc rings and jum ps tha l space a ll ows through ti mc. it is 
n ot a gua rantee of stability bul ra the r o f uncomfortable pro voca tions. 
The city anù topol ogies or 111CI11tlr~ 165 
'997 ). Medieval thinkcrs uscd maps, such as Dantc's bell (_Ya.t_ç_s, 1968 .. 
pugc 75). to org;;ni se con'êcp.ts ;uÏd idcas. usi lig . spacc to !end s tal~iÏi t y to intangible_ 
ideas (Conncrton. 1989. page 37) -· ofwhich the currcnt vogue for mapping and chart lng 
intcll ec tua l terrains secms a rather pale shadow. T!lcy çxçat_cd. ~ >~ymb,o li e .a.re\J i.!sç;JJJ.r.c..sn_ (.j/ 
that ' ·R~mcmJ:>çr,ing_ is like eonstruct ing and thcn travelling aga in through a space .. Wc 1 
ar~-~Î7cady talking ab~~j)j~fi:iteè_ttircJ\1ciïio d_e_$<1rë bu'ilt as a cit y i's b·uil ê ,- (Eèo,Ï986, 
page 89). Tii.is-;i ll OI~èd the control and management of limë through iningi neaspacë: ~ 
''The recollection of ' pl aces' or topoi, of memory was a mncmotechnic which organiscd 
knowledge and experience by a visua l spa ce of discrctc points. places and bou nd aries 
cngendering notions of spa ti al exe lusivity, enclosure. visibi lity. and distance as weil as 
thosc of association and a rder. lt was made possible o nl y by reiteration , by a trusting 
adherence to those things, and by the sequential arranging of places that were 
sunïcicnt ly di!Tercnt from one anothcr to prevent infinite 'substitut ability and trans-
fcrcncc from confounding the ordcr" (Embcrly, 1989, page 747~ . 
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Whcthcr cvcntS_J!.re attach~_(l .~0. . p]<~cç~ .PX .Qes ig_ry_.2!:.J.hn>.~gj:J , Ç9.!Jll.U .Q.!l.ll ~~ge, .t be.~'llJlS. 
of mcmory'' olt er a po werfu l. ill)pli_cit..nlqsJç J. oC how. pl ace.and.mcmory, \:.~!l.h.c lin.kcd ... lL 
is su 'gestive of how .. t'fi .. è ·u:rbll n faprL<;. <;at} indeed b.e~Ç>me a tq t, ii}SGI:ibed with.locatcd 
~nJ sp;ltiailsê(f'cleme.nts; th~ -~pigr?..P..hY. .. 2f..J!l~i a l.~_\J.Ç,ç_, p;u:a.Ue.!s....writing._ \.9. 
" .• f l ,_· :.~ ("' 
l!' . 
· l~iiiç!Sëa}>-e'"(Lë Go!!, f99l,- page 59). F . 1 ïiË 6 p . 1 q · 1 
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~f g J> u·. To possess the world in the form of im-
ages is, prccisely, to recxperience the unreality and remote-
ness of the reaL 
The strategy of Proust's realism .presumes distance from 
what is normally experienccd as real, the present, in order 
to reanimate what is usually available only in a remote and 
shadowy form, the past-which is where the present 
becomes in his sense real, that is, something that can be 
possessed. In this effort photographs were of no help. 
Whenever Proust mentions photographs, he does so dis-
paragingly: as a synonym for a shallow, too exclusively visual, 
merely voluntary relation to the past, whose yield is insigni_fi-
cant compared with the deep discoveries to be made . by 
rcsponding to eues given by ali the senses-the technique 
he called "involuntary memory." 'il Ir g 11M 
ri 12 t ' 1 alw«" "'•'mœsi' 5 ha tllLZ li•e 
._ JJ 1 , 1 r, ... , 1 1 : ' .. . ga ' . , t • f 
W:iait' SIUfiiUiijUIWiiMiiW ~ But this is not bccause a photo-
graph cannot evoke mcmories (it can, depending on the 
quality of the viewcr rather than of the photograph) but 
because of what Proust makes clear about his own demaJ;~ds 
upon imaginative recall, that it be not just extensive and 
accurate but give the texture and essence of things. AncLby • 
considering photographs only so far as he could use them, 
as an instrument of memorx, Prou_~ somewhat misconstrues 
what photographs are: not so much an instrument of merr.cr,r 
-ory ·a; ;n invention of it or a replacement. 
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58 the poe tics of space 
Our past is situated 
elsewhere, and both time and place are impregnated with 
a sense of unreality. It is as though we sojourned in a Iimbo 
~~~ . 
, if beyond memories, we 
pursue our dreams to their very end, in this pre-memory 
it is as though nothingness caressed and penetrated being, 
as though it gently unbound the ties of being. We ask our· 
selves if what bas been, was. Have facts really the value that 
memory gives them? ·nis_t~n_L~~~ry-ëïiiiy; ~9-l.!L~~m ~by 
givmg_ .~J;!! .~~lue, a .Q.alo._of happin~. ~ ut let this value 
be éffaced, and the facts cease to exist. Did tl:îey' ever èxist? 
Somëùüng unrear sêeps intô the realit of the recollectioru 
tn~!...E.e on t~e_bor er11neJ)è.t.w.t:eU:o!:!L~"Yri_~n~l -his­
~ tqry snd an indefini te pre-his tory, in the e]Ulct. plaçe where, 
after us, the childhood home cornes to li fe in us. e ' · 5 itr 
.. 
The Near and che Elsewhere 2! 
·. . ' " . . ' ' . ~ -
.. . - -~ ~ - - ~ ~ ~ 
Moreover, we now sce them paying attention to a number of 
major rh emes normally con idered 'anthropological (d1e fa-
mily, priva te !ife, 'places of memory') .. These rescarches mcet 
ha lfv,:ay the public's intercst in obsolete forms, which seem to 
r;ll our contemporaries what they are by showing them what 
t~ey .~re. no longer . • 
through 
ou_r religious accumulation of persona! accounts, documents, l 
images and ali d1e 'visibl e signs of what used to be', is what i ' 1 • 
different about us now· and we are hoping to find 'within the \;l} 
spectacle of this difference the sudden flash of an unfindable : 
· identi ty. No l? nger a gen e is, bu t the deciphe1ing of what wc y •. e/lJ'~-t 
â-~e~ )n . the]ight_ofwhaç wc are no longer.' ··-- · Ah•.t: 
-- e ..... J..,< t',Y de... 
, ,.,J /ltp~1,. '-
• • ...__ _... ..----........_~ _ _.....-:..1>~· ..... ~---~a-..__ ... 
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· _ _ . . . When we are afraid , we 
shoot. But when we are nostalgie, we take pictures. 
It is a nostalgie time right now, and photographs actively 
promote nostalgia. :P1 • g t' ; · :alsgiJil I;!!J:!'I' l;èst 
11111 .. 1118 .. iiii·••••••-An ugly or grotesque 
subject may be moving because it has been dignified by the 
attention of the photographer. A beautiful subject can be 
the object of rueful feelings, because it has aged or decaycd 
or no longer exists. Ali photographs are memento mari. To 
take a photograph is to participate in another person 's (or 
thing's) mortality, vulnerability, mutability. Prec isely by slic-
ing out this moment and freezing i ~ , all photographs tes ti fy 
to time's relentless melt. 
" 
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The ·problems thrown up by nosra lgin have a special signilï cance for memory studies. ,~n!_d~ 
uf_n~!:I!2.!Y_ hn ".:e. <?ftcnjlccn incli ncd to IQQk.syJ11pa theti ca lly upon infom1al, communal projccts of 
...!~.!:~I.!S_c _partic~I3J rl Y !!_ll}Ong_subon.linatc or margin ~ l gr~up~ an_d in_ç_as c.s_~hsrs.!..h f!!_ gLQ!!.p 
mcrnory hns _not. rcaùily bcen lcgitirnatcd by _more .rig iQ. kincls of histgriogrnphic ~mclcrstunùing. 
Nos tal gia can he a pmcnt lo mt of s u~o:h suba lt cm mcrn ory. At the sa me ti me. if the value of this ki nd 
of recollec tion stems in part from its 'rich pan icu larity and sincerity, th en it s most urgen t necd may 
be 10 free itself from the unexamined cli~:hés of n~stal g i c think ing. ln thal Jight , nostalgia migl!~ 
seem to be tJQLonly_a : betrayaLofhi ~tory' (sec Spi tzer, 1999: 91), but a betrayal ofmemory itse lf -: a 
ùebilitating imposition upon our consciousness o(the past. .lfwe are bound to admire nostal gia's 
e;npowering agency whil st keeping a scept ical distance from its illusio ns, then ou r interpretation 
of it seeins committcd to an unseuling form of compromise. 
184 Memory Studies 3(3) 
· t , ,n,SJs tai ~J~ serves as ~. neg<?_! i ~ t i ~~ bctvJ~CQ continuitY. anf! di~t;o nti.!.:~~L~t: ·~ 
insists on the bond betwccn our present selves and a certai n fragment of the past, but nlso on the 
fo~~ ~ f o~r sépÎlra tion from. wh at wc l1avc lost. Som~ of the most soph i sti ~ated of ali ana~s-of 
,;ëSïaÎgia l~;~e de;cribcd it fn ternis "of tllë ë'Ori tiiïü ity th at it givcs to our idcntity in an age of unset-
tling change (Davis. 1979). the fa Ise hi storical di scon tinuity to which it lays etai rn (Lasch, 199 1 ). 
or the agile way in which it balances cominui ty and tli scont inui ty against one anoth cr (Tannock, 
1995). None or these readings are qu i re adequate, though. wh ile they think of continuiry and di s-
continuity as clcnr-cut opposites. Our identity is not si m ply a rnaner ofpreserving continuously the 
s,t~ OlOotl ~bodictl .. ir:_SOf21C carl ici t- ge r~n-or SèëëJ. of CO t;séi ou snè~~· Rather,_ wc are..JJ1~ll!lc.cLt 
de fine \vho '~e are by re ferenc~ to the !east determined of our choices, the. charactetj~islJ.I ly indi-
vid Üai \W!ys ·in which w~have respondcd to our ci rCUI'l)Stanccs. /\s ·ç_ç o m~~tb.c c ll: . 
tinuLry....2i..Qur identfty rt;,s ides precisely in our most P.$~!1!. di~continuiti es , itLJ~~)!§,.;V~ . 
altçrec;l and crcatcd ourselves. f 'nosta lgia' names the panicu lar emotion or way of thinking that 
arises from a deepl y fc lt cncounter between our persona! continuities and discontinuities, then 
nOS!(l lgi <;.~lll O ti on lJ} igbt-~ nothing l~§.S_t h an the !i;J t. awar~ness 0{ hO\ iden}Î\Y. i s_cntaQgl~d-Wl th 
~i~c;!: (compare Steinwald, 1997: 9- 1 O)._!!lstend ofstartl!WJL9IJ.l the assuml?.tion that.llOStalgit.\ 
is a typically ULJrcflective form of mt:mocy, we migbL sa)( Lha! it gi~§ §.en~ory_delllb 1.9...\lJ;l.L..a re" 
;ïëSS ofthe other J.?$.lünes and O§§ibilities that r,e at onc.e. il).tegr<~_l.to ho_we · d~ 
_:ivc l ~a licn 10 !:\?., l.Q t haJ..S~ !1 Se nostalgia always has the r.o teo tia l t~Junçti o . as a jnd o~tical 
self-c onsc iousncs . · · · -- · · 
~- __ ___.... 
Il 2 " wt Vn 'i :! ft!§ t 
·-
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.... 
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Introduction 
']ii 
a 
g 
. T he Sa int Simo ni an ùrcam of a g reat 
tem ple ho us ing " les panoram as 'e t les di o ra mas qui réuni ra ient en un se ul po in_t tout 
l'espace ct tout les tem ps" (Prend erga st, 1993. page 48) is rcvisitcd as a spàcc of 
incoheren ce ra ther than (vi sual) comm a nd , whcrc th e rule of spa tia l <in d tem po ra l 
interva l is aba ndo neJ to a ll ow objcc ts to transgress upo n o ne ano ther ( K.:_ra_uss, 1988, 
page 63); tcmpo raliti es collide and mergc (Burgin , 1996) ca using the "postm ode rn 
confusion of time a nd space. in which tempora l continuity coll apscs into extension 
a nd spatia l dimension is ]os t to duplicati o n' ' (Ol a lqui aga, 199 1, page 19). The la ndsq)pe 
becomes a juxta positi on of asynch ronous moment s where space fo rms a co nt a ine r for 
different cras ' producing a dcpthless world whcre time as process is c rascd , as in 
thcmcd cnvironments, and which dcmands cogniti ve ma pping (Ja mcson, 1992) of • 
·j uxtas tr uctures' (Shie lds, 199 1). This process ca n be rcad as a lm:tapho r' fo r comm odi-
fi ca tion. br in ging d ifferen t ti mes into o ne ho mogeni sed (a nd markctablc) fï eld - th ough 
this is not to say th a t the uses and prac ticcs of such spaccs arc th us homogcniscd 
(Crang, 1994a ; Gamc, 1991). 
' - \ • • • • .. • w .. ..... ~ '.. - ·-~ -- • " • 
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Many places, profoundly significant to particular individu~ls 
and groups , have little visual prominence . They are known 
visceralfy, as it were, and not through the discerning_ eye or 
mi nd. A function of -l~ art is to give visibility to inti mate 
experiences, including those of place. The Grand Tetons of 
landscape do not require the services of literature; they adver-
tise themselves by sheer size. literery art can illuminate the 
inconspicuous fields of huma'n care such as a Midwestern 
town , a Mississippi county, a big-city neighborhood, or an Ap-
palachian hollow. 
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J For Krauss, art's expanding field challenged 
established critical frameworks and ana lytic 
practices, requiring new terms upon which to 
validate and understand art practices, and it was 
such terms that she sought to develop. As noted, 
creative geographies are often celebrated for 
challenging the spaces, strictures and structures 
ofgëograpnJcaflü1owlëdgê making. Y et where 
these accounts a1:,e quieter is in regard to the 
practices of consumption and cri tique that such 
creative geographies require. Cresswell 's obser-
vation (Merri man et al. , 2006) of a Jack of disci-
plinary tools through which to -engâge ·wîihthe 
geographical production of poetic prose high-
lights just sorne of these challenge~JIJ .. ~hQrt~ 
these blends o( the critical and creative, the con-
ceptual, aesthetic and stylistic, demanda recon-
figuration of disciplinary spaces o( kn;wledge 
production, critique and eval uat ion. This is to 
extend those questions of how to practise and 
assess the interdisciplinary scholarship that sees 
art being used as an empirical source for geogra-
phical study, by posing a related set of questions 
including how can (or should) creative geogra-
phical practices be judged? Intellectually and! 
or aesthetically? As both 'art' and as 'geogra-
phy?' And what does this mean, especially if 
art's own critical frameworks are also those of 
philosophy and critical social theory? These 
rem at 
tinue to engage with as creative geographies 
become an increasing part of our ôwn expand-
ing fields of di sc iplinary practice. 
SPACE AND TIME 
How do we as individuals or societies affect the places and spaces that 
we inhabit? And h ow do our daily surroundings , particularly our homes, 
neighborhoods , or cities , influence us? In the research that accompan ies 
17.TI+I7.T2 > P - 06-069 + 04-047-34 exhibition, I am interested in ex-
amin ing the var ious factors that affect our relationships to public and private 
surroundings. in particular focusing on visible consequences of time passage 
on spatial transformation. 
One of the unde rlying topics behind my practice has been the concept 
of home. In my work , I approach the term home not necessarily as a description 
of a place, but is r a ther as a transferable sentiment. I am interested to examine 
how sentimental affection of a place is formed, what causes it to evo lve, as weil 
as how ti me can be a measure of special attachm ent. 
Within the scope of my practice, I propose that the relationship be-
tween time, space and home can be summarized as : 
HOME= (PLACE+DURATION OFTIME) - (TIME PASSAGE+DISTANCE) 
In other words, I suggest that the sentiment of home is formed as a re-
suit of the gap between spatial complacency usually developed over time ; and 
nostalgia for the past that becomes evident through separation. The se ntiment 
I am exploring is neither habit nor routine; it is formed over time, based on 
the familiarity with and memory of a place. I believe that this sentiment can 
only discovered through comparison , either between different physicalloca-
tions or the different times in the history of the same place. Home , therefore , 
is a nostalgie sentiment which is formed in the past; wh il e it can exist in the 
present , it is discovered in its absence. 
Evidently , time plays a large role in how spat ial attachments are 
formed. While it is possible to immediately be attracted to a place, I would 
argue that is a superncial attraction-that of a tourist enamored with a trav-
el - brochure version of a place. It is only through the commitment of time, 
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persona! experiences, and interactions with the space and its inhabitants that 
intimate attachments are developed. 
So what do es it mean for our sentiment of home if in our race toward 
modernity, today's increasingly no madic soc iety is becoming too mobile to stay 
in a place long eno ugh to form meaningful attachm ents? If we are constantly 
on the move, do we sti ll have homes outside of material possessions that serve 
as decorations for the transferable individual residences? 
Contemporary North American society is arguab ly positioned in a 
conflicting time right now, where nostalgia serves as a marketing strategy for 
the increasingly apprehens ive culture . We ar e being sold artisanallifestyles that 
are mass manufactured ch eaply by underpaid workers . Supermarkets, malis, 
and chain restaurants and cafes are designed to mimic the neighborhood cof-
fee shops, grocer ies, and bakeries imm ed iate ly familiar in every city without 
the prerequisite of a time commitment. 
Communiti es are divided into customers and the serv1ce industry, 
whose expediency is often valued more than time o r labour. The sense ofsecu-
rity of a neighborhood is measured by the strength of its doors and gates, not 
by the confidence in the neighbors. New con do developments are designed 
to " Fee! Like Home! " immediate ly after the mortgages are signed . If the va lue 
of time has been taken out of the sentiment of home, do we still value places and 
spaces as anything more than a monetary investment? Moreover, if nostalgia 
and comm u n ity can be manufactured, bought and so ld immediately, is there 
still value in home? 
In reflect ion on the signincance of spatial transformation and their 
implications within the greater culture, I h ave been observing and document-
ing the physical changes of a relatively small space as emblematic of bigger 
socio-economic shifts happening in Montreal and, presumably , throughout 
North America. As an attempt to document the memory of a disappearing 
place 17.TI+I7.T2 > P-06-069 + 04-047-34 is a tribute to a neighborhood 
on the verge ofbeing devoured for its artisanal atmosphere , b u t not its politi-
cal values; for its location but not i ts community 
SPATIAL PERCEPTION AND THE PHOTOGRAPHie IMAGE 
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the broad category of the image Ltself: picture, 
photogrâpfi,-a qve .r:t fS ing, hallucinations, mem-
OJies, graffiti. While academie geography has 
a history entwined wi th pictorial representa-
tions, images contigue to have an uncertain -
dual , even - status in the discipline, as both evi-
---.. - -- ... ·--·-d~ntiary and ~ecepti:ve. a~jjyely a_n~~eadening . 
.. - ~ :·.., ~ 
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Images paunt between..the.. 'lisible and inyisi-
bl ~_r.eal and virtual , as.. material obj ects. and 
abstract cognitive, embodied, subjecti ve pro-
cesses. Their "seeming!y oTs_embodiecTand.spec.-
t;;Già'ture is one reason they h~e been thought 
of ~-5~-p~-;,.;~tural, as ghostly phanta;-~ago~ia 
(see Castle , 1988; Pile, 2005; Warner, 2006). 
!DJ.age_s, tog~thet. with ghosts, are . never:. t~ly 
present ~r. absent, bringing what we talçe_as fact 
(as reu[) into doubt and raising questions about 
visual 'evidence ' and our ' imagination '. ln thi s 
paper, ] focus on visual images, but I deliber-
ately retain a broad definition of ' image ' (over 
1 'picture ', for example) because it is more pro-
ductive here, evcompa~sjng _cliffe.r_ent effects .. 
and registers ofyisual experience as 'complex 
assemblages_ of virtual , material and symbolic 
~J.ements~ (W .J .T. Mitchell , 2005b: xiii) . 
- - - . . . .. 
166 M Cran •. P S Tra vlou 
Flaubert's Athens 
Zoe: ' 'The travc ll c r roams a li arounJ a nd has nothing but doubts: he is unablc to 
d istin guish Ica turcs of the city. the fca tures he has in his min d a Iso begin to minglc:· 
Ca lvino (1997, page 34) 
Flaub.:rt conceived ti me as dis tinct moments, ma king hi story a sequence of 'mummifï-
ca ti ons·. Accord ing to him , hi story was immobi le. unable to cha nge within the prese nt. 
but iso la ted , im prisoncd in the pas t wh en the actu a l events took place ( Brombert , 
197 1). To ' frceze' moments - and , in ge nera l. the past - he uscd the gaze as a primo rdial 
... _ .... ~ ......... ............. ' ..... _..,. __ ".._. . . - . ~~ 
ca mer-:i'' J a m the eye; 1 know how to look a nd gaze at t üiig s ' ''fqûblèd fîï'Tsîa nll<as. 
199'7;" page ll).·- :rt;;;orïën)ëëïïmëa"sëcjuériëeof ' vt'smdmomenfs, " tablea ux viva nt s". 
stopped in -ti me :~?~~n~~-~y t h~ gl_anÇing' eyz ~pt:ciél~~i~t~ ti m-eless_ 1iis.ï.~ü1î:'.J.:li2.1.~.&S 
p a rfait d' un ~i~·~Sth ~ _p:_:~c l imagç o( !ln ~yc). J:~.IU~ __ prescnts the lm~cap!..JI2,_ a 
pho tographa nd a practice of pain!erl sigh tseeing. - " pho togra ph ie gaze" · . .rLi J.L 
wiFiiH PL_ y·_ - . . .J . '" L . - -· _. .r:r·- ir î1ieprésent does not 
cxist for him , only the past. · · s 
8g 
go 
----....____ 
fR 1 • ' 'j [ f Y il the Phorograph always 
carries its referent with irself, both affected by the same 
amorous or funereal immobiliry, at che very hearr of rhe 
moving world: they are glued rogerher, limb by limb, like 
the condemned man and the corpse in certain tortures; 
r _ r 0" 
·---·· · • .,. The Phorograph belongs to thar class 
... ' ... ~~~
of lamiria'rêd objects w1;ose two leaves cannot be sep-
., ararêd wÎrhour desrroying them b~th: · th~ windowpane 
..... \ ~. . ott; 
and the landscape, and why not : Good and Evil, desire 
and Îrs objècr: dualiries we can conceive but not pe;ceive 
(l didn~t yet know thar this srubbornness of the Re~rent 
in always being rhere would produce the essence l was 
loo king for) . 
""·· This fatality (no photograph without somethinp, or 
somaona) in volves Photography in the vast. disordcr of 
...o~~cts;,-of ali the objecrs in the world: wh y choose (wh y 
photograph) this object, '1his ' moment, rather th an sorne 
orher ? Photography is unclassiliable because there i~ no 
------~--
reason to mark this or thar of irs occurrences; ir aspires, 
. . . ___.. --- ·--· ·-·-- _..,. 
perhaps, ro become as crude, as certain , as noble as a 
--=--------~-- _., - - --- ·. -- -- - ... . 
sign, which would afford it access to the dig nity of a lan-
--- . - --- ----- __ ... _ .. 
J?.u_age: but 1._~ t~e~. r_oj:~-~-~!l_t_be~ m_;I~t_l~e ~ m~rk ~ 
deprived of a e;:0<:ip.J.e of_~r}ing, phorographs arc: .signs 
which don't take, which tmn, as milk does. Wharever ir 
gt,lOtS W viSJOO -and what~V~; i~s -mao;Cf~ a photog raph is 
- - - ___ ,. ___ - ·-
a.lwavs invisible : iris nor it thar we see. 
------ _,.._____.. 
6 / 
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when the human landscape star ted to undergo a vertiginous 
rate of change: while an untold number of forms of biologi-
16] cal and social ]ife are being destroyed in a brief span of ti me, 
a deviee is available to record what is disappearing. -. 
••••·· Like the dead relatives and fr.iends preserved 
in the family album, whose presence in photographs exor-
cises sorne of the anxiety and remorse 'prompted by their 
disappea rance, so the photographs of neighborhoods now 
torn down , rural places disfigured and made barren, supply 
our pocket relat-ion to the past. 
A photograph is both a pseudo-presence and a token of 
absence. Like a wood firc in a room, photographs-espe-
cially those of people, of distant landscapes and faraway 
cities, of the va nished past-are incitements to rcverie. The 
sense o~ th e unattainable that can be evoked by photographs 
feeds di rectly into the erol ic feelings of those for whom 
desirability is enhanced by d. 
alismanic uses of photographs express a feel -
ing bot.h sen timental and implicitly magical: they are at-
tem pts to con tact or lay daim to another reality. 
9' 
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photographie 
tmages, which now provide most of the knowledge people 
have about the look of the pas t and the reach of the present. 
~hat is written about a persan or an event is frankly an 
mterpretation, as are handmade visual statements like 
paintings and drawings. Photographed images do not,seem 
to.b~ statements about the world so much as pieces of it, 
mmtalures o~. reali_ty ~h~ta~1yone can make or acqui re. 
4[ Photographs furnish evidence. Something we hear about, 
b.ut 9oubt, seems proven when wc' re shown a photograph 
of it. In one version of its utility, the camera record incrim i-
nates. '! ' ' · ';) ,t · v p f) · ,!' _:!e 
w ' ' t ( 9 1 • I Jii 1 H - ,. 
graphs became a useful too1 of modern states in the surveil-
lance and control of their increasingly mobile populations. 
l n another version of its uti\ity, the camera record justifies. 
A photograph passes for incontrovertible proof that a given 
thing happened, The picture may distort; but t:here is always 
a presumption that something exists, or c.licl exist, which 
is like what's in the picture. 
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som eth ing el se cal led "practice" or "perfor-
mance '" rather than ' as an etfect r::roduced 
-· _• , _ 1111(111111, :·-:0? ::: i 200l: 228). Castree and Macmillan (20 4: 470) i_=r~: ·.,, 1'1T l: 'Cg!  1· 1 k • · through practices and perfom1ances' ,_Qriver, ~-·IIIMIIIIIIIIi.-•llii•••••. •!~Îy~!•rlllllto•~=- acknowledge this, calling for ' the contin ed need to study something cal led representa ti ::m - or 
~ ... 1 -' ·~ ~ ~~~!!li-IM .. W!M~·~· Rcprcsentational 
in tl rprc1ations of vision and visual imagery are 
crit _g~1cd_ and considered a longside _invisible, 
nor -repre~enta0onal __ and more-th an (ex ces-
SIV }y) -representational clements of visual 
exr ericnce. Y et) more often than not, these a_re 
<.~:.! ~ ~:d i~ an effort to say so':lething about 
nor -visual or non-rewesentational aspects of 
·-- - --- - - . 
CXf eri~nc:_, types o~ ~owledge and notio':s 
of at ure and reality (Bartram, 2005 ; Rycroft, 
20( 5) . Vision is de-prioritized as the primary 
or nly register of art; instead, it is rear1iculated 
as multisensory (Hctherington, 2003; Mac-
ph( rson , 2008), embodicd (BisseJI , 2009) 
exr cricncc. The notion that art i tric tly repre -
scl tational is problematized, yet few directly 
ex <: mine the relarionship between representa-
rio al and non-represcntational processes. 
:>O fa r as geography is engaged with under-
sta 1ding landscape, representing, practising and 
mapping it, then 'the visual is central to claims 
to geographical knowlcdge ' (Rose, 1993 : 86), 
bu alternative ways ofunderstanding our experi-
en< e are ought over mediated models. This se.c-
tio ~ outlined geographers' attempts to moye 
aw~y from traditional visual and representationa,I 
rather, the cluster of practices this term denotes 
... its inclusions and excisions, its perf<prmativ-
üy and power'. The 'new' focus on rer resenta-
tion should 'finesse' our current underspmdings 
bcyond the 'deconstructive' , 'symptom tic' and 
'denaturalizing' readings that domina e post-
structural and postcolonia\ work, wit out the 
need for attempts togo 'against' or 'bevond' it. 
1 argue we cannot go 'beyond' because t 1ese ele-
ments are inseparable, haunting eac 1 other, 
breaking down this false opposition. (Jeggra-
phers' concern with the 'gap between signifier 
and sig]lified, resulting in oue~ns-ab.out 
whether representation.s;,.an ever cjos_e_c n.mea.o-
ing, about how exactly representation touches 
~ali--;-(f5ross~r, -ioos: 4) are iteratior s -o( t}Îe 
Rroblef!}_of _comprehending or creatin! expei:I-
ence that is unavailaÇ!e for capture in st.~cturcd, 
organizing and mearung-giving rq~resen_tations: 
cphcmeral, ungraspable andha~~ii~ ·'fu;ïhfs 
- -- . . -
very reason. · '"· · 
......._-
mc des of un der tanding the world, i_!lstea.d 
es~ousing amor~. en~ompassl~ë!ctmffi"in ~~~be - -' . 1 --:r 
pr cesses involved: embodie<:L_ performat1~~~' ~~~~===:::·:·:::· :::-:· ::: m ltisensory, emergent experience. Yisual L5 - _ - ~ 
iin -g-es-a-Fe-m-atefl.al- agffi+S. ,-eH-tA-€}-SUHa'""o ~ - ~ 
at Jcast, representation is stiJl 'counterposed to 
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e ex enentia , creal!ve an _ parttCJRatory 
- -·-.. ~· -----·- . ·- - - .... 
aspects. q_f_Jandscape and __ mapping have been 
of great interest t9 geographers too, through 
comD)unity_ or collaborative mapping . and 
landscape_~art projects, These offer more demo-
cratie representations, moving power from the 
elite to the public , studying process over prod-
uct. The second nota qi~ trajectory th en is a shi ft~-· 
in attentio-;:;-;;nd .. signi ficanceJrom the represen; 
~ai[on.al p.ro9Ü:ct .a~ a fi~ist"ted fixed form to the 
pro~e?_s~ an.Q_ practice_thr.o.ugh_ whic this _is 
a~yed, .. wher§ vi sua] imag~ i~_ongpjng, tr.ansi-
tory and ,eerformative (Cosgrove, 2008: 2). The 
geographical literature on artworks will form a 
second brief review. 
IV Afterimage: hauntological 
implications 
Images and vi suai experience have a history 
writtcn through with haunting qualities. Haunt-
ing, as a discourse and as a modem condition, is 
likewise bound up in the, visible and the repre-
sentational. Through focusing on Derrida 's con-
stitutive haunting and Mitchell 's paradoxical or 
simultaneous dead- and al ive-ness, of fixity and 
movement, reproduction and · mutability or 
plurality, . un o gkaL appr ch to images 
begins to take shape. It stre~~hat -~wh~t~e_!: 
moving or still, the image is never stable , fixed, 
~ri~t:ÏY __ arre~!~d :-~athér.aG,vays in betw~~ 
n~l~J1L and .. rest and always . capable of_ 
affecting or being affected' (Rio, 2005: 73) . The 
àppr~~ch -j~;ds a hau""fiïôiogical aspect to exist-
ing frameworks for visu al analysis, and attempts 
to 'refine and complicate our estimate of their 
power and the way it works ' (p. 73). A haunto-
logical approach takes into account the capacity 
of the image to take us by surprise, to resist 
interpretation, to appear to mean nothing (natur-
alized) and deceive us, examining our ability to 
invest images with meaning. 
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cont act with the present. Pl aces do not offer unificati on o r stabilitv. lnstcad they arc a 
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i 1 T ' 1 Wh ile old photographs lill out our mental 
image of the past, the photographs being taken now trans-
form what is present into a mental image, like the past. [ 167 
C<Jrn eras est<Jblish an inferential relation to the present (real-
ity is known by its traces), provicle an instantly retroactive 
view of experience . Photographs give mock forms of posses-
sion : of the past, the present, even the future. 1 ) 1 1 1 's 
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Synaesthetic Synthesis: 
Simultaneous Perception of Harmonie Opp<'"';•,..~ 
Time, said St. Augustine, is a th redold present : the present as we 
experience it; the past as present mcrnory; the future as pres nt 
expeeta tion. Y laiii.ir tùo"S' · w•F•N Fk!ACttteta-
oi.J 
~M~~~~~~Bm~~~~~~ 
Synaesthetic cinema is a space-time continuum. It is neither sub-
jecti ve, objective, nor nonobjective, but rather ail of these com-
bined : that is to say, extra-objective. "9 :1 · ,. [ ; Jli 1 • : 
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·-··· ; the anticipatcd essence of the Phocog raph cou ld 
not, in my mind, be separared from the "pathos'' of which, 
from rhe fi.rst glanee, ir consis rs. I was like thar friend who 
bad rurned to Photography only because it allowed him to 
photograph his son. As Spectat of I was interesred in Phocog-
raphy only for "sentimental" reasons; I wanted co exp lore 
it not as a quescion (a the me) but as a wou nd: I see, 1 
feel , bence 1 notice, I observe, and I think. 
1 2 I 
1 
i n d e#en c e ol a mateur 
......... "homc-movie" v:'~-~n an amateur 
photographs sce nes of a trip he 's taking, a party or other special 
occasion, and especiaUy when he's photographing his children. 
he's primarily seeki ng a hold on time and, as such , is ultimately 
attempting to defeat dcath . The entire act of motion picrure 
mak:ing, thus , can be considered as an exteriorization of tbe pro-
cess of memory. "Hollywood," sometimes knov,rn as "the dream 
faè tory, " makes ri rua l istic-dramas in celebration of maSs 
memory and wishful-
thinking movies which seek to control the national destiny . ~ 
., 
. . . ~ . - . .. . .. ... .. ~ 
1 • 
•••••••···~and the whole commercial indusrry 
has created a pseudo chutch whose "gad" is "mass psychology " 
and whose anthropomorphism co nsists of praying co ("Buy 
this-NOW! "), and preying upon (polling, etc.) "the-greatest-
number-of-people" as if, thereby, the _human destiny were pre-
dictable and / or could be controll ed thru mimicrv. But the , _,...,.. 
amateur photographs the persans, places, and abjects of his love 
a-ri.a· the e.;ëniS Ôfhis ~~;s---~pd_ p~~son;l im ortan~ _a 
gesture that can act directly and solely according to the needs of 
---- ---- --- --- ~Mt...-~ - ,... 
memory. He does not have to in vent a god of memory, as does the 
rrôfessional: nor does the amateur have to appease any personi-
fication of Gad in his making. He is free, if he but accept the 
responsibility of his freedom, to work as ù1e spirit of his god, or 
his memory, or his particular needs, move him. It is for this rea-
son that I believe any art of the cinema must inevitably arise 
fro m the amateur, "home-movie" making medium. And I be-
lieve th at the so-called "commercial, " or ri tuai , cinema must in-
evitably take its eues from the films of amateurs rather than, as 
is too often the case these days, the other way round . 
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The Photographie Message 1 19 
* ·c 1'5 u '? utst · 1 
This purely 'denotative' status .. of _the. photograph, the 
per.fection and plenitude o( it.s analogy, in short its 'objec-
tivity', has every chance of being mythical (thesc are the 
èharacteristi~s-·Ùlat common sense attributes to the photo-
graph). In actual fact , there is a strong probability (and this 
will be a work.ing hypothesis) that the photographie message 
too - at !east in the press - is connoted. :(!6iit J J 
'h . f $ 1 1 1 1 :1 1 1 5 1 3 
photographie paradox can then be seen as . the 
co-exisiencé o( two messages, the one w'itîîout a code (the 
pfiotograpliic anâlogue),, the qt~er with .a .code (the. 'art'' 
or·- tlie 1reatment, br the 'writing', or the rhetoric, of the 
pllc)fograph); s'tructurally, the paradox is clearly not the 
èollusion of a denoted message and a connoted message 
(which is the- probably inevitable- status of ali the forms 
of mass communication), it is that here the connoted (or 
coded) message develops on the basis of a message without 
a code. 
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The camera is indeed the instrument of " fast seeing," as 
one confident modernist, Alvin Langdon Coburn, declared 
in 191 8, etlmltig t1Ie Fat · t ; 1 M f ad · d 
• 
1 T ' § pl , 3 ptCSCiiL ii!SsJ 5 1 1 1 g g j 
-mn t zecm SL&22!11Liit Lii&L a ma; se WB Ct COh 0 1 CCC Ill JCULClll\ 
• . The cult of the fu ture (of faster and faster seeing) 
altern; t~s -~ith th_ê . ~ish to retuin to a more artisanal, p~rer 
· p~st~~he~ ·-im;ges _stjll_had ; handmade quality, an ~ura.­
Thi;··-~~;t~l~;~ · f~r- sorne prist·i~-~ sta t~ ~f . th ~ . phot;g;;p_~_ic 
~n·t~;P·~ise ~nde~Îies . the c~~e~ t -~~.!~ysias~ for d~&_~~r~~ 
otypes, stereograph cards, photographie cartes de visite, fam-
Üy snapshots, the. work of forgotten nineteenth- and early-
~e~.i_iet~--century prbvincial and commercial photogra-
phers. 
But the reluctance to use the newest high-powered equip-
...... ,.... . . ., . . ..... ~ . " , ... • . . . 
:.n.!!:lt. is_l!ot_ the Qnly or indeed the. most in teresting way in 
which photographers express their attraction to photogra-
p~y'ii,ast,_The primitivist hankerings that in form current 
photographie t;~ të _a:reactuaÙy b~i~g ~i~ed by the ceasei~s 
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iïii!ïïiiilllllliiil~ ~nd th_e -~n~_reasingly. 
popul~r use of the ~amera to produce slides--:-images which 
~~_not be . disp!ayed permanently or stored in wallets and 
albums, but can ,only be projected on walls or ,on paper (as 
a·ids for drawing)-go~~-_bac_k_ eyen J11J:Jh~r .. into the ca111~ 
era's pre-history, for it amounts to using the photographie 
ë~~;~tod~th~-~~;k-~fth~~ ~;me;~-ob;~;a :-· - -- ---· 
._..,. ,. ,.,_ ,, y • · ~"'*""I•V . .> •:...•-•' U , • '" _. - •• '., • ~ •• .- ' • ·- ' 
. ·-- . -
The long poem of walking manipulates spatia l__ org_anizations._oo. 
m~tter how p~ n-;,ptiè- they may be: it is neither foreign to them (it can 
take place only within them) nor in conformity with them (it doe-s ~ot 
receivê its identity from ~hem) . It creates shadows and ambiguities within 
them. Il inserts its multitudinous -references andc it àtio_ns il)}i _thë__m 
(social models, cultural mores, persona! factors) . _Wit_l}j n them it is_i tse1L 
the effect of successive encounters and occasions that constantly alter it 
and make it the ot.her's blazon : · · · -- -· --
• 
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Asy nde.ton is the SUppreS:- _ 
sion of linking words such as conjunctions and adverbs, either ?~ithin_a 
sentence or between sentences. In the same way~ in walking it selects~and 
fragments the space traversed ; it skips over links and whole parts that it 
omits . From this point of view, every walk constantly leaps, or skips like 
a chi id , hopping on one fooL It practices the ellipsis of conjunctive loci. 
.r~ ! ,. ~" ~ 
. '. 
In reality, these two pedestrian figures are related. Synecdoche ex- , 
1 
,{ 
pands a spatial element in order to make it play the role. of a "more" (a 
105 
totality) and take its place (the bicycle or the piece of furniture in a store '·, , ~ ,,. 
· window stands for a wh ole street or neighborhood) . Asynd~ton~ by ,.·: • C !'1 t1 ' '~·f 
'elision, creates a "Jess," opens gaps in the spatial continuum, and retains 
-only selé.êted parts of it that amount almost to relies. Synecdoche re-
plac~ totalities by fragments (a /ess in the place of a more); asyndeton 
disconnects them by eliminat ing the conjunctive or the consecutive 
(nothing in place of something). Synecdoche mak~s more dense.:_i't _am-
pli0es the detail and miniaturizes the whole. Asyndeton cuts out: it 
undoes continuity and undercuts its plausibility. A space treated in this 
way and shaped by practices is transformed into enlarged singulari-
ties and separate islands. w . 
! 
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Il GE ography and the visual image 
- ~ 
. . 
. -
-
-
;,...,.,._ .. ~ r-
' 
,. 
"'""""" 
............. 
~ 
,,. U / h;J, L'La. 
-
-....- ..1_ 
.. 
1 1 
. · -~ •• 1 !!!! Il .U~ill ii _ 1 1 l' f :1 . 1" 1 1 }--'1-=. \rzs{ 11:, 1 ;_s;: 
) - ----·---- --- __ ! __ - - ·- - - - · 
~~ .. *ii-- There is. also a sense that pros-
thetic visual te~iu:ioÏog~s like _film ~nd pho~o­
graph can help us access even ts better th [}n 
writuÏ - or persona! observation. Y et . visual 
po_w~ _is simultaneously expressed as some-
thing o be wary_ ~f, seryin-g historic.ally as Ï.rye 
prime tool of the white, weste·m gaze of aca-
demia Although geograp.bic representations 
' re t~i an ofhcia!_ .f.ei\.!i~~ç and_an_e~hanc~d 
autho 'ty ' - (Winchester et al. , 2003: 6) , this 
runs aral lel WÎth _inc~eas_ed C9!1Cern about 
the p wer relations truth~ etTects _a_nd mimetic 
capac ty of representations:_ ' the ~~ li ef that we 
shou l strive to produce as accurate a refle~tion 
of th world as pos~ibl ~~- (Duncan and Ley, 
1993-: i). 'S-clentific' observation and the idea 
of vis al representaÏfons as tr-;;nspâ"~~~~~ia 
or- ··u problematic .. réf1èctiônë)f-thë_-;vorld' a_re_ 
q uestl -ned (Gregory 1994 : 75, in Crampton, 
260 C: i3-6). 
As hings that are created but appear to be a 
natur -1 refl-;ci{Ün~ of7e~Jiï-y;--v] suai images ca-n 
be_ m niP.~~d t produce. or maintain__cex:tain 
idèologies and power r 
the 'tru th ' of the image must be sought through 
its dcccptive surface to th e 'soc ial pra ct 1ces 
beyond it (Cosgrove , 20CHs · Rose 2007 . Y et 
tical 
hy' s 
tse lr 
ri ty' . 
Cosgrove (2008: 4) argues th at ' th e c 1 
stance thal toda y frames cultural gcogr2 r 
relationship with pictorial 1mages has i 
tended to subvert their expressive auth 
Th_e_:~n?_ressive authority' of the imag e to 
lities 
r ' or 
itute 
produce its own meanings, effects and re 
separate from the ;ntent;ons of an ' aut1 
from the viewers' interpretation, to con t 
rather than to ret1ect , di stort, mystif and 
nsid-
con-
Dora, 
007) . 
obscure real material relations is also c 
ered. This has predominantly been throug 
sidering the image 's materiality (Della 
2 2009; Tolia-Kelly, 2004; Yasudevan , 
Jlowever, a 'distinction between the o ~ 
materiality and biophysical "real i ty " 
world ' (W.J.T. Mi tchell , 1980: 360) re ~ec ts , the a ms 
upheld, though they are differentiai and 1art of 
the same continuum. 
The image's ' expressive authority' 
also be understood in terms of the role 
imagination : 'Yj;;io.n.) mean ~J]g_ Î!JC..9..œ .!]!!e ~ 
i~gination: b_~_ abl li_ty_to create...images-·o-the 
mind 's eye, which exc~ed_j n various_ways thos_e 
registered on the retina of the physical e by 
li ght-_from:th~e~~i~~orld' -(éos rovè, 
2008: 8). lt is the capac ity of imagination cre-
ale new _images ' .t~athave not prevfo-usly e ist~d 
in the material world of their maker ' tha give 
visual imagés unique emotional power, vhich 
Cosgrôve notés ' has always ge nerated a xiety, 
prompting social control oftheir producti n and 
effects', like censorship (Co grove, 2003: 253). 
Stephen Danièls (20 1 1: 185) also st esses 
images' creative agency when h~ sugges s th at 
the ' technologies of image-making raise que~ 
ti ons ofthe J ~c;ion ~nd consÙtutio~- f the 
irrÏaginâtlonbeyond its traditï'onâ l pl ace n the 
humâ"n®nd~· as--rctUrëswlihm ëiùr he-ad 'ta_ à. 
--- -· ------ --place ou __ thne_ i.n. the_ worlc(. lt is impo si ble 
to tal k about vision without talking abou what 
we see and vice versa. 
* 
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r .... As we look at a panoramic scene our eyes pause at 
points of ioterest. Each pause is ti me enough to create an image 
of place that looms large momentarily in our view. The pause 
may be of such short duration and the interest so fleeting that 
we may not be fully aware of havi ng focused on any particular 
object; we believe we have simp ly been look ing at the general 
scene . Nonetheless these pauses have occurred . lt is not pos-
sible to look at a sçene in genera l; our eyes keep sea rching for 
points of rest. · , 
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Can the photographie image, especially the cinematographic 
illî-age, be likened to other images and in common with them be 
regarded as having an existence distinct from the object? Presence, 
. nat~rally, is defined in terms of time and space. "To be in the 
presence of someone" is to recognize him as existing .contem-
poraneously with us and to note that he cornes within the actual 
range of our senses-in the case of cinema of our sight and in radio 
of our hearing. Before the arrivai of photography __ and later_ of 
cinema, the plastic arts (especially portraiture) were the only inter~ 
Înediaries between actual physical presence and abse~ce .... Their 
justification was their resernblaoce which stirs the imagination and 
helps the mernory. But photography is sornethiog else a gain. In __ n~ 
sense is it the image of an object or person, more correctly it is _its 
:racing. 
- - M ts :ss :smag Si !LdilCS& &!ÇL 
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p L t 1 · 'g ; M. The cinema does some-
thing strangely paradoxical. It makes a molding of the object as it 
·~ exists in .time and~ fUrtherrnore, makes an irnprint of the duration of 
the ~bject. 
--- , 
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Pholographs 1~1a y be more memorable than tnovtng tm -
ages, because they arc a neat sl icc of time, nnt a Aow. 
Tckv 1, ,o,, ~ ~ ·' ~ lt C' ''" () f ' '''dcl 'ick, t<:d illi .J i~Z.· ~. c.1 L' h nt 
\\'h 1ch c; ttH:cb tl.\ pn.:dncs,or l:·,a·i, ' ' ,q p lt o f~ ,gmph ~ ~ ;1 
1 s, pr ivikgcd llH) IIH:nt , tmnld Î11to a ~ 111 11 o b1ec t th;-!t one cun 
kccp and look at agai n. 
'-' --------~ ............................ ~~~ 
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••llllillli••-••••1!!111•• Wc outline the di chotomisa ti o n of spacc (as inert) 
and time (as dynamic) in o rder not to in ve rt the dichotomy. but to open t!p possibilitics 
for a dynamic sense of spa ce - ti me. 
'-wsrin : ·os : s ?1' ). 
Instead of seeing the present as a sequence of moments, Bergso n ( 1991, pages 149 -
150) argued that it is bcttcr ùcfïncd as an absence; by what it is not than what it is. The 
present is not a moment intime, a positive entity, but a becoming that crases itself. It is 
the _0.~~ie .. :t0J!!l rasp~J.t.?~~~c.en past aqçl fu\.!,!r_e. lt cannot_l:>ç .rçD.s:ncd ~QQ_n 
QT rcpr.cs.c.o.Jc as...a_s_t a .t ic;,J.T!l!!~!m! ..EOmp~i~e~ .t~ion_.~_c!_J]9.YV· Jùcnt iti ary ti mc 
a ttributcs to the moving body the imm obility of the point through which it passes. 
He thus suggested thal, this fail s to di stingui sh movemcnt (timc) qualit a tivcly from 
distance covered (space) (Deleuze, 1988). Spatia lised modcls o r _time thus crca te_a 
·cincmatographic illusion': - --· -- ·- · 
.. "your succession of po ints arc at bottom onl y so many imagi nary halts. You 
substitute the path for the journey and , bccausc the journcy is subtended by the 
path, you think the two should coincid e. But h~:V s ~ ould prog t:~s __ Ç,Qi.!l~lsJ~_I!'.i th..J!.. 
thing, a movcmcnt with an immobility?" (Bergson, 1991 , pages 189 - 190). 
=n ;ë-lïiusion.eomcs by substitoting an abstrac t, spatial representa ti on for the unit of 
ex perience and fracturing it into divisible units (Lloyd , 1993, page 97). Timc is qual-
itatively difTercnt from space. and spati al metaphors for time obscure thi s (Bounùas, 
1996, page 94). For Berg?on>- space juxtaposed things while time devoured the states 
which succeeded each other ( 1991 , page 150). The re are _two types of mu!t iplicity .. One in 
ter[lls of space, which is a quantita tive ch a n·g-~ (augmentati on or diminutiq n) creating 
muÎtipÏë a nd discontinuous actual objccts. The seconu mul tiplieity is 'du rat ion· (durée) 
whi ch is a qua lita tive heterogeneity (changing type and ki nd), a rrllllt iplicity of fu scd-:;~·d 
co ,;t inual .s t ~ ·tes - that are virtua lly copresent (Dclcuze, .. l988, pagc _3 1). Thus, mcmory 
should not be ;e~n as'a' n;:d i;l wÎl i ~h items (or images of the pas t) accumula te. lt s~~ n~s • 
thal thé i tÏe~ o((po~ t)~odcrn coll age ta kes up just Ïhi~ po int of fï xcd r~p resent l! ti o~s 
and equi va lent packages of space - time in o rder to crea te spati otemporal confusion. 
Wc draw upon two principles from the above. First, durati o n is not ·empty_ ti m( 
but is perceptions and ac ti ons in a now of ex perience. Consci ou s ncs~ is a lwnys situatcd. 
,in a duration that th rows it se lf into the future. Memories. a re orga nised and ca ll ed up · 
by attention to the present and the future; what Bergso n calls "a ttention to !i fe", or wc 
mighl say bcin g- toward s. Bergson arguct.l fo r caution where wc fa ll from thi s li vcd 
re lat ionship towa rds an intell ectuali scd image of time as a represe nt ati on. as a memory 
thea tre (l3u rgin , 1996, p<Jge 25; Lloyù , 1993, page 102). Second , the presen t ineluùcs 
the pas t through a proccss of att ention cont raeting into the future a nd dilating into the 
past (Deleuze. 1988. page 49). The present and past cocx ist in a virt ua l orc.Jcr: 
"Wc have grea t difliculty in unùe rstand ing a surviva l of the past in it self bcca usc wc 
belicve that the pas t is no longer. tha l it has. ccascd to be. Wc have thus confu ·cù 
Bcing with being- prese nt . Ncvcrthelcss the present is not; ra ther it is pure becom-
ing. always out sidc itsc lf. lt is no t, bu t it ac ts. lt s propcr element is not be ing bu t 
the ac ti ve or uscful. The past, on the other hand , bas ccascd to act or be uscful. But 
it has not ccased to be. Uscless, inac tive, impassive it IS, in the full sense of the 
wo rd'' (Deleuze, 1988, page 55, emph asis in original). 
L_ __ _.le.IIC~CS.ing-ho.w-we-often-t.hin k..o.Lt.imc .he-pa.st-does-~~ o t-~ccedc-hut-~+~.Q.\.!C.S-I.Q.\.v.a.f'diS---..J 
the present a nd exerts a pressure to be adm ittcd , gnawing its way into the future 
(Deleuze, 1988. page 70; Lloyd, 1993. page 104). However. the dynamic idca of the 
pa· t' · virtua l pre·encc came ut the co t of sccing pace as Jï xcd and ine rt th rough a 
res tr ictive ant itempora l mode of spa ti a lity (Sternberg, 1990, page 906). We wa nt to ta ke 
the insigh t in to the fceund ity of ti mc anù sec if wc can not develop a sense of' spatia lity 
th al a dmit ~ diffe rence as ~cil as increase.' multiplicity as we il ,;;;- numc rous instances. 
- .. t;.' • • ' - • .. 
Whar happens and wha~ can happen in this acemred uni verse where 
.-----:+----e.\1_equhiog reacts on everything else? We must nor intro~uce_ a 
different factor, a factor of anorher nature. So what can happen 1s this: 
at any poinr whatever of rhe plane an interval appears ·_a gap between 
the action and the reaction. Ail Bergson asks for are movemenrs and 
imervals berween movemenrs which serve as units -ir is also exact! y 
what Dziga Vertov asked for, in his materialise conception of the 
cinema.19 Clearly, this phenomenon of the inrerval is on! y possible in 
so far as the plane of marrer includes rime. For Bergson, rhe gap, the 
interval, will be sufficient ro define one type of image among others, 
but a very special rype - living images or matteès rmatières]. Whereas 
the other images act and-reaët"ori'all rheir facers and in ali their pans, 
here we have imageJ which only_recei".~açti..ons. on on~Jê..c~t ou 9 
certain pans a;d on! y execute reacri~':l-~Èt and in_ orhe.E_P.~E~s. These 
are, so ro speak, 'quartcred1 [écartelles]l0 images. An from theoutset 
their specialised facet, which willlater be ca !led receptive or sensorial, 
has a curious effect on the influencing images or the received 
excitations. Ir is as if this sp_e_~ialised façet is.olated ç~rr~in_im_ag~s.f.rçiJ! 
ali tho se wi).ich ·corn pet~ and act togerh~r i11. the uniyer§_e. J.t_i~ he.r~ 
r;h~t ç!Q§~Q. ~Y~E~m-~.·.r~.b~c:a~x', ~an be constituted. Li_vi~g beings 
'~llow to p~ss through them, so to sp~k those exterp~J influences 
~hi ch are indifferenr to_them; the o.rhers isoJated, become "petcepûons.:: 
by their very isolation' . 21 I.tis..an QP~!:'!t.i.Q.n which is exa.CJlY- escribed -as-a~.Jra-ming:ëê'ftâ'lil-aëti~s unêl~rgope ar~ iso}at~d_by the .fr~rpe ~n<f 
' hence, as _~~ wjJI s_ee, th~y ~re fprestalled, ami ci ated. But, on the 
'orher ha nd, executed reactions are no longer irrÜTiediately linked with 
the action which is undergone. By virrue of the inrerval, rhese are 
delayed reactions, which have the rime ro select rheir dements, ro 
organise them or to imegrate them into a new movement which is 
impossible ro conclude by simply prolonging rhe received excitation. 
Su ch reactions which present something unpredictable or new will be 
called ~action' strict! y speaking. Ibus 1b~ liv~ng _if!:lag~w~-~a!.' 
instrument of analysis in regard ro the movement r~ceived, ancLm 
instrument of selection in regard ro the movement execured'.ll 
Because they only owe this privilege ro the phenomenon .. ~f th-e gap, 
or inrerval between a received and an execured movement, living 
images will be 'centres of indetermination', which are formed in the 
acentred universe of movement-images. 
If we consider the other aspect, the luminous aspect of the plane of 
marrer, one can say this rime thar the images or living matter pro vide 
the black screen which the plate lacked, and which prevented rhe 
influencing image (the photo) from being developed. This rime, 
instead of diffusing and propagating in al! directions 'without 
resistance or dwindling', rhe line or image of light runs up against an 
obstacle, thar is an opacity which will reflect it. Ih.~m;~~reflected 
by a living image is precisely what will be called perception. A'lliftne.Së -
two aspects are strict! y complementary : tfle speëialîmâge,rhe living 
image, is indissolubly the centre of indetermination or black screen. 
An essenrial consequence follows - the existence of a double systern, of a 
double régime of reference of images. There is firstly a system in which 
each image varies for irself, and ali the images act and react as a 
function of each other, on ali their facets and in ali their parts. But ro 
Ill 
this is added another system where ali vary principally for a single 
'-------efle,whieh-r-eeei-ves-t-he-aet-ion-of-rhe-orherimages-orrom: ofus-faœ•·n ,----,- ---
and reacrs ro them on another fa cet. 23 · 
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the relation of a still photograph to a film is intrins ically 
misleading. To quote from a movic is not the sa me as quot-
ing from a book. VVhereas the reading time of a book is up 
to the reader,. the viewing time of a film is se t by the 
filmmaker and the images are perccived only as fast or as 
slowly as the editing permits. Thus, a stiJl, which allows one 
to linger over a single moment as long as one likes, contra-
diets the very form of film , as a set of photographs th <lt 
freezes moments in a !ife or a society contradicts their fo rm, 
whicli is a p~~céss, a fl ow in time. The photographed world 
stands in the same, essentially inaccura te rehltion to the rea l 
world as sti lls do to movies. Life is not about signi ficant 
detai ls, illuminatecl a fl ash, fi xed forever. Photographs are. 
Synaesthellcs and Klnaasthet ics : The Way of Ali Experience 105 
Stop-motion is literally 
the death of the image : we arc instantly eut off from the illusion of 
cinematic !ife-the immediacy of motion-and the image suddenly 
is relegated to th e motionless past, leaving in its place a pervading 
of melancholy. ' 
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s sVsn 5 1 If! Today when one speaks of cinema one 
implies a metamorphosis in human perception. 
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The magic of the film [sai cl Bartle tt l is its totally undcflned meaning, 
the purely visceral message. The message could be called a code 1hat 
" ·e 're trying to le;un about, a code for connections to new space and new 
l"mciousness, a code for mnking it to the moon metaphysicall y, paths for 
vour minci to get out where you cnn ren ch anything. ln sorne ways tech-
nique equals mea ning : the stop-frame action means mechani c.t!l y defined 
' i)ace and time and the feedback layers are like accor·dion time-all the 
tin1cS stacking up on top o[ one another. 
Com mercial fllmmnk ers use certain images or techniques as standard 
revogni:zable givcns. Likc the way a disso lve for them rneans the passage of 
lime. Bu t for us d isso lve means "blend ." Not so much one, not so much 
the other, but something in bctween the two, getling from one to another. 
Ifs va luable to hang somewhere between two different realities as a 
clrama tic element . Dali does th at. You see a face but then you realize the 
f.tce is made up of a woman's ass;'and a cow and a flagpole or something. 
Yo,tr mind gues from one understood state to another understood state 
.tnd you re11 li ze that you·ve voyaged in that process. 
q 
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TIKr<' h, rhe11. no moveme-ut 
~~~b_otJt a m<~.~J_g hody w lü ch bcars 1t ttnil~~rrup;~I Î}t frn~~ <;tJr\ ro 
li.nisb. S.i!l.SL!l.!!:.~n. 1.10 way inl~erC!]t in the moving hody, and rons i ~ t;~,. 
_.:vh_slly in its re~~~l~ it~ . su~rc:u~Hl_!_Il_;ss, :1?~-~l_W_n_~ -~'?: .~;.c . ..;~ . 
J1 C.f1SC W lllJ <Ill ("~XI"Crn.a] !nndmark, and incleed there is DO wa tor attrib- -><-
U M.;gi(~tric"lJytôtï~;;-:body·i~~ - ;;~;[;;;-i'·r;ti~r-·tb a-;7o"''d~~ Î~;;k. · 
(:);;;;·t.j;ë.·di~t i~Kti~ 1 ha;been estahli ~hed he;ween tht• borly in ;1;;~;;<;~ 
and movement, there is no movcmcn t without a rn ov in g body, no 
movemrmt witbout an objccti1•c· landm.u·k. and no Absolu re mo,·'<'nwnt. 
Neverthck>5 thi< kka of movf•rncm is in l'Jet a ll<'gation of mowm<"nt.: 
to di.~i~g_u_i_sh ... gr~cJly _ _ker~~r\ movern 111 a:!d . th e mov!ng ObJCCt 1< to 
~~}7_~1J l s~ri_~! l_z:....:p~)si_n _t,h~_:!.l](l_\il}g 12<?~1 ~ ~nes_no t ~~-If the stone-in-
motion is not in somc way different from thl' stün t' at rest, itrç nevcr in 
motion (nor for rha t matter at rest). As sonnas wc· hring in rhe r<ka oî a 
movi ng body which rcmains the s . .une rhroughout its motion. Z.eno's 
arguments become valid 0tH'e mort·. lt i;, tilcn, '. ISeks~ to <; l?jen th_il t ""C 
~~~.':lot regard motion a~~~< of'1G_5:?-;lti;,~!.2~l-~-t~-0.!.!_~m·;~u,ccs.:· . 
§.Î~ru ied _!.:!_~ ~~~:.ies.9[ dj~m2t_ÎL!.ur,~t~s _ i.Jl~ta~~ .fl JdJ.b!l\~1'1~\~ !1-US.i 
~~·~ .. l~t_::;ade 1 ~1 f ~~na. collection of d iscwtc clemer~ts. FrJr <'ven if 
Wt' comider two ultimate insta nts rtlld twn ultirnate poim;,, tl1L' differ-
ence bcrwecn them in eacb case being smallt>r thau any givt'n quam.ity, 
and tbeir difièrent iation bt'ing at an incipienl. stage , tbe idea of a 
movi~gÏ1ody identical Ù1ronghout thl' pha.sl's ni" mntion excludPs , ils a 
. më7iàj)])eaç;uîëè; the phè~10menon o( 'shift', .md implies Lll(' idc,1 of 
a spatial and tempo ral position alway~ irlcmifiabk in itself. even if it h 
not ~o for us, and thrrefore thal of a stone wbich ahNil)'S is .1nù nr\'C~r 
cbang<'S. Even i[ we invent a mat.hem.JtiLal in,trumenr whkh allows 
''· 
accoun t to be taken or an inddinite mu lti pl icity of position,; and 
Jnst,\nts, it is impossi hle to conceiYe in one and the sarm' m oving ho<ly 
the ' 'E'r' Jet of transi tion wbich al ways occurs bcrweert rwn inst.mt~ "'""' •· 
and two positions, in whatt•ver proximity tn eacb other we- chl)flSC 
them.,? ' 1 l ' · ; 1 ' ; ;;;; ' ' 2 -
nha 2 r · s 
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Cinema and Exploration 
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i lif 1 1 , • _Mem_?ry is ~e most faithful of films-the only one th at 
1 can register at anY. height, and right up to the very moment of . 1 , 
1 death. But . wh~~~ fail -Jo-see the diffe~ence between memory and 1 
1 -that objective image tpa~1Pves it eternal substance? 
l 
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not the same as the other arts, which aim rather at something unreal 
through the world, but makes the world itself something unreal or a 
tale [récit]. Wirh the cinema, ir is the world which becomes its own 
image, and not an image which becomes world. Ir will be noted thar 
phenomenology 1 in certain respects, stops at pre-cinemarographic 
conditions which explains irs embarrassed attitude: ir gives a 
privilege to natural perception which means thar movemem is stiJl 
related to poses (simply exisremial instead of essemial) . As a resulr , 
cinematographic movemem is both condemned as unfairhful ro the 
conditions of perception and also exalted as the new story capable of 
'drawing close to ' the perceived and the perceiver , the world and 
perception. 3 
~ ; 1 '; r 55 !il tt kJ . For if the cinema misconceives movemem, 
lt does so in the same way as natural perception and for the same 
·réasons : 'Wë take snapshots , as ir were, of passing ._reality . . . . 
:P~rception , intellection, language so proceed in general. '4 For 
Bergson, thar is to say, the mode! cannot be na tura! perception, which 
èloes not possess any privilege. The mode! would be rather astate of 
things which would constantly change, a flowing-matter in which no 
point of anchorage nor centre of reference would be assignable.~ 
MnieHd ' Lb ' gsia Pl a sar;œsl:s 1 : 
si 1 iiiEEi!L 1 35)3 s; Et a ; mm w su am am 2ii z a : 2 a 
•••••••••lllilllilill--. The plane of immanence is the 
movemenr (the facer of movemenr) which is esrablished between the 
parts of each system and berween one system and another, whiëh 
crosses them ali, srirs them ali up rogerher and subjecrs them ali to the 
~ condition which prevenrs them from being absolutely closed. Ir is 
r herefore a section; but, despite sorne terminological ambiguiries in 
Bergson, iris nor an immobile and insraoraneous section, iris a mobile 
section, a temporal section or perspective. Ir is a bloc of space-rime, 
sin ce the rime of the movemenr which isar work wirhm 1t is part of ir 
every rime. There is even an infinite series of such blocs or mobile 
· sections which will be, as ir were, so many presentations of the plane, 
corresponding to the succession of movemems in the universe.1' And 
the plane is not distinct from rhis presentation of planes. This is not 
mechanism, ir is machinism. The marerial universe, rhe plane of 
~immanence, is the machine assemblage12 of mowment-images. ~ere 
Bergson is srarrlingly ahead of his rime: iris the uni verse as cinema in 
irself, a meracinema. This implies a view of the cinema irself which is 
rorall y different from thar which Bergson proposed in his explicir 
cnuque. 
But how is ir possible ro speak of images in rhemselves which are 
not for anyone and are nor addressed to anyone? How is ir possible ro 
speak of an Appearing [Apparaître], sin ce rhere is nor even an eye? Ir 
is possible for ar !east rwo reasons . The first is in arder ro distinguish 
them from rhings conceived of as bodies. lndeed, our perception and 
our language distinguish bodies (nouns), qualines adJectives) and 
- aerions (verbs) . But aerions in reclsel this sense, have already 
replaced movemem wirh the i dea of a provisional place rowar s 
which ir is directed or thar of a resulr thar ir secures. Quality has 
replaced movemem wirh the idea of a srare which persisrs whilsr 
waiting for anorher ro replace ir. Body has replaced movemem wirh 
-~dea of a _sub · ~cr which would C:iffY- · r or of an ob.ecr 
would subm1t toIt, of a vehicle which would }Lrr.B We wiilsee 
. Images are formed in the uni verse Cacrion-ima es affecrion-
_:m~~· erce ti~I.mages). But they depend on new conditions and 
cerramly cannot app~ for the moment. For the momeor we on! y 
have movemems, :Vh1ch are called.images in arder ro dîstingujs.h 
em from ev er thin thar the have not et · 
_/ fJ ."rr »-. . , I, 
0 "' 
' A typical expia nation of persistence of vision went something like this : when 
the human eye is presented with a rapid succession of slightly different 
images, there is a brief period during which each image, after its 
disappearance, persists upon the retina, allowing thal image to blend smoothly 
12 1 
with the next image. Such an explanation might begin to account for a sense of + 
~CA 0 constancy of the light source (flicker fusion) , but it is, of course, a totally !? ,9 .,.,. inadequate ex~lanati?n of the illusion of motion in the cine~a . T~~ proposed "V' fi 11 f'J 
fu~ion or blendmg of 1mages could prC?~~ce only the supenmpos1t1on of 
successive views , as in Marcel Duchamp's painting "Nude Descending a 
Staircase" or a frame from Norman Mclaren's Pas de Deux. The result would 
be a piling up of images, or at best a static collage of superimposed still 
pictures , not an illusion of motion. Il is the obvious inadequacy of the 
explanation, coupled with ils recurrence in film literature for almost a century, 
thal arouses one's curiosity about the origins of the notion and the means by 
which it has been perpetuated. 
lfthere are indeed two separate computational strategies or two separate 
anatomical modules employed by the visual system for processing closely 
spaced stimuli and widely spaced stimuli , then the motion picture falls within 
the li mils of the clos ely spaced category. [7] The changes from frame to frame 
Til"TIVe action" cinematography are small-- not an instance of experimental 
apparent motion as it is usually presented . And clearly motion in the motion 
picture is not an instance of Wertheimer's strânge phi moye ment where motion 
ïs seemingly_iDduced between two wide ly spaced lines thal are seen as 
remaining in place while sequentially flash ing on and off. 
Sioce we know thal the individu al pictures of a motion picture are not really 
moving, and thal our perception of motion is therefore an illusion, and since we 
now know that the effect has nothing to do with persistence of vision or phi 
movement, we suggest that henceforth the phenomenon of motion in the 
motion picture be called by the na me used in the literature of perception--
short-range apparent motion . 
Motion in the motion picture is, as we have sa id , an illusion , but sin ce it falls 
within the short-range or "fine grain" category it is transformed by the ru les of 
that system-- that is, the rules for transforming real continuous movement. 
The visual system can (and does) distinguish between long-range and short-
range apparent motion, but it seemingly cannat distinguish between short-
range apparent motion and real motion. To the visu al system the motion in a 
motion picture is real · motion . 
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Indeed, the plane of movemem-images is a mobile section of a Who le 
which changes, rhat is, of a dura ti on or of a ' uni versai becoming'. The 
• plane of movemenr-images is a bloc of space-time, a temporal 
perspective, but, in this respect, iris a perspective on real T i me which 
is not ar ali the same as the plane [plan 1 or the movemem. We are 
rherefo re jusrified in rhinking rhat rhere are rime- images which are 
"rhemselves capable ofhaving ail kinds of var ieries. In parricular, there 
are indirect images of rime, in so far as they result from a comparison 
of movement-images between themselves, or from a combination of 
the rhree varieties - perceptions, actions, affections. But this point of 
view which makes the who le depend on 'mo mage', or the rime of the 
confronta tion of images of another kind , does nor give us a rime-
Synaesthetic Cinema and 
Extra-Objective Reality 
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-· : by in troducing the element of motion, specifically invisib le 
motion like th e bands of a clock, the filrnmaker adds ù1 e temporal 
element to a composition th at in all other respects appears st atic ~ 
Motjon js the onlv phenomcnon Ù1 at allows perception of time; the. 
motion here, like time. is whollv con ct:)ptuaL. 
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With the arrivai of elcctronic cinema 
it became npp?.rcntthat film gr;:mmar 
was limited in what might be called its 
vocabulary of tcnses--for the most 
partit was 'meanwhile' or _' after' . For 
examplc, simultaneous events are 
traditionally signitied through cross-
cutting, or what is known as parallel 
montage . But •. Weibel notes, therc was 
never a formai distinction bctwcen a 
eut to a different position in space( 
"lirne (say, bctwcen people in c:onvena-
tion) a~d_a , _çut ~tw~cn ._ difTerent _ 
spaccs- ~r timc. The distinction has al-
ways becn logical or infercnti~l (as in 
parallel '!19ntage)_ •.never formai . Digi-
tal code olT ers formai solutions to the 
'tense' limitations of mechanical cin-
ema. Past. present and future can ~ 
spokèïï'in the. sa me frame at once. 
impossible to distinguish every voice 
in a musical composition . One is dis-
turbed by this only if one is unfamiliar 
with it. Once one learns to read it, the 
dense text is a pleasure. Digital code 
ofTers possibilities of imagc-<>verlay 
whose linguisùc potential we have not 
bcgun to explore. 
The secon<!._p_~~i_bility .is more fa-
mi li ar: framed parall~l. event~~treams, 
such as split screens in fii'T.l _( opùcal 
printing) or floating imageplancs i~ 
video - · · 
is 
The re are at !east threc possibilitics: ••••••••••llllilliiiilllilll~e 
_superimpostion (overlay), or simul~- ;~~~~Si~i~i~~3~~ neous but spatially scparatc event- ;, 1 Il 1 Tl JI Il r 1 1 • 
strcams that arc cither framed or Jill:..-
framcd . Supc_rimp~sition _ has .. bccn 
explored extensively in experimental 
iitm: notably by Stan Brakhagc. His 
work is the closcst cinema has come to 
the Joyccan text. ln such work it is not _ 
always possible to identify consciously 
cach image-stream, just as it is often 
19:53:2 1 PM 
e. 
.................. ~5 
---.. -----•· Wei-bel puts it this way: whercas !irst wc 
had the industry of the moving image, 
today we have the industry of the ac-
celcratcd image. If there arc _.thrcc 
image-planes instcacÏô"forÏë,.ihe infor-
mation conveyed within the overall 
frame is tripled, and, furthcrmorc, 
each succecding image dcstroys the 
mcaning of the prcvious one. _The in-
formation is accclcrated so much in 
perspective and in ali other ways that 
the value of 'the image' is replaced by . 
the value of the imagei(estalt or 
image-field . 
12 5 
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•••••••• ~ath time and space are subsumed i_!1 . .th~.­
wholeness of the experience. Superimposition is not used a,s <!D 
economical substitute. for "parallel montage"-indicating simultane-
ous but spatially separate events-for spatio-temporal dimeRsions 
do not exist in the consciousness. Brakhage is merely presenting us 
with images orchestrated in such a way that ? new reality arises out 
of them. 
[ . 
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4[ Photographs, wh i~~ turn the past into a consumable ab-
ject , arc a short eut. Any collection of photograp~s !~ ~!:! 
excrcise in Surrealist montage and the Surrealist abbrevia-
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TRANSFORMATION 
If mcchanical cinema is the art of 
transition, clectronic cinema is the art 
of transformation . ~i_lm_gramrnar_.L, 
based on transitions .• be.tw_et:_n ...ful_ly f~~~d p~~~grap~!~-~bjc:c~ _çall~d 
'frifin~. lt is dom;_pr)_marily through 
-that ëolli~~~-ofirames called the. eut, 
out also through_ wiPes.~ a_m{dT~iy-;~. 
Tn. electro~i~ -cinema the frame is not 
an-objêëtbutâ-tlriif5.è~-~Ol of _à .. con-
tinuOtis''signâf:J!~ls __ ~?k~S...P:Q_~ible._~ 
syntax ba5eef: _on_ transfq_!:!12_~!-!?.~_. __ f!Ot 
· transiÙon~-Analog image proccssing is 
one vehicle of this particular art-for 
example, scan proccssors. But it be-
cornes even more significam in digital 
image synthesis, where the image is a 
databasc . One can begin to im~g_i_n.e~ 
movie compo5ed of thousands __ o( 
Sèëïîêswith noë~lls,_ ~j~spr_dissqlx~. 
c:iêfi tmag~;netamorphosingjmo.the. 
next. 
··- A eut is a eut, but a transforming or 
mctamorphosing operation is open-
ended. There are infinite possibilitic.s, 
each with unlimited emotional and 
psychological consequences. ~-e.t~­
!!!orp_~o~is is no~_g_l}~_.!Q_gjgJ~!l-J.lJ!l.· 
agi!lg; _ !t_i~ a Jan:'i liat:_§.tf<!~~gyjg_ haQ9-dr~wn animation. What is unique is 
\1 
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the special case of pholartal metamor-
phosis. lt is one thing for a line draw-
ing or fantasy painting to meta-
morphose, quite another for a 
photograph ically 'real' object to do so. 
This is theoretically possible in me-
1 
chanical cinema and has been pre-
figured (but never fully realized) in 
hand-drawn animation, where it is so 
difficult and time consuming that it is, 
_ for ali practical purpo5es, impossible. 
It is possible digitally, becau5e the 
code allows us to combine the. subjec-
tivity of painting, the objectivity of 
photography and the gravity-free mo-
tion of hand-drawn '!nJrratiQn.~- --- -
.--- Steii;a -~ï";;~;:rt th at there are two 
kinds of transitions based on the eut, 
·ali d'the;· reql:ti~~· -~!iti~~~t·· ~l~d}. ôr 
mefârrrôfP..I}9SéJ.:_':Qt;lè: mo-,:~~us.Jo .. a _ 
" di}iért;'nt point of ~-e~ .. in_ the -~e­
~P~!Z!Jril~tth~ j:nht_r,_moves _us __to _a_ 
differen l spa<;_e_ and,(9r ti me .. ln Oash-
b~--(~i~ematic memory), either a 
matte is u5ed within the frame or the 
whole frame dissolves. With the code, 
a pan of the frame can metamor-
phose. This implies an.expanded cine-
matie languag~ ~-~m.uj_~l_l~~ry. 
85 Expanded Cinema 
~~~!!!~~~~~~~~s. Synaesthetic cinema transcends the 
notion of reality. It docsn't "chop the world into little fragments," an 
cttect J:.Sazm attributed to montage, because it s not concemed with 
the objective world in the first place. lit 5J . 1 1 .. g 
.1 L 1 36il3!§3. Montage is indeed an abstrachon of ôbjective 
L' 
reality; •1111111111"'!11!1 ____ ., ___________ _ 
But synaesthetic s~rncretism is the only mode in which the manifes-
tations of one's consciousness can be approxirnated without dis-
tortion. 
There's no conflict in harmonie opposites. Nor is there anything 
that might be called linkage. There is only a space-time continuu!_n, 
a mosaic simultaneity. Although composed of discrete elements it -~ 
conceived and edited as one continuous perceptual experience. A 
synaesthetic film is, in effect, LQDe image continually traosforming 
into other images: metarrwrphosis . .1It is the one unifying force in ali 
of synaesthetic cinema. The notion of wi.Y.ersaL unity and cosmic 
simultaneity is a logical result of the psychological effects of the 
global communications network. 
If montage is the dramatic analysis of action, a film without 
classic montage thus avoids at !eas t the structural element of drama 
inherent within the medium. All that remains to avoid drama en-
tirely is to exclude dramat:ic (i.e., theatrical ) content by making 
content and structure the same. \Varhol's films are not dramatic, 
and ncither are films at the extreme opposi_te end of the spectrum, 
synaesthesia. The classical tension of montage is çlissolved thro_\!g~ 
overlapping superimpositiq_n. For example: we have shots A, B, and 
· C. First we see A, theo B is superimposed over it to produce f.t.B. 
·rhen A fad es as C fades in. There's a brief transitiorial period in 
which wc're seeing ABC simultaneously, and finally we're looking 
only at BC. But no sooner has this evolved than B begins to fade as 
D appears, and so on. 
This is a physical, stru.cturàl equivalent of the !fo i "2resent 
manifested" and "present manifestingu space-time continuum. It's 
the only style of cinema th;,tt directly corresponds to the theory .of 
general relativity, a concept that has completely transform-;;d ail 
aspects of contemporary existence except tradition~] Hollywood 
cinema. TI1e effects of metamorphosis described abovè become 
more appar nt if shots A, B, and C happen to be of the same image 
but from slightly cWferent perspectives, or with varied inflections of 
-ro~e and color. It is through this process that a synaesthetic film 
ecornes, in èffect, one image constantly manifesting. 
---xiîd Rnally we'rc forced to admit that the pure art of cinema ~ exists almost exclÜsi.vely in the use of superimposition. In traditional 
-cinema, superimposition usually gives the impression of two movies 
r: occurring at once in the same frame with their attendant psycholog-
fî 'ical and physiological connotations coexisting separately. In synaes-
~ theNc cinema they are one total image in metamorpho~is. This does 
not imply that we must relinquish what Eisenstein called "intellec-
tual montage." In fact, the con Ai ct-juxtaposition of intellectual 
effects is increased when they occur within the same image. Fiction, 
legend, parable, myth, traditionally have been employed to make 
129 
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ity that is life. Synaesthetic cinema, whose ve.ry structure is paradox, 
makes paradox a language in itself, discovering the or der ( legend) 
hidden \vithin it. 
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Renoir. lu his films, the search after composition in depth is, in 
effect, a partial replacement of montage by frequent panrùng shots 
and entrances. It is based on a respect for the continuity of dra-
matie space and, of course, of its duration. 
To anybody with eyes in his head, it is quite evident that the 
one-shot sequences used by Welles in The Magnificent Ambersorzs are 
in no sense the purely passive rccording of an action shot within the 
same framing. On the contrary, his refusai to break up the action, to 
analyze the dramatic field in time, is a positive action the results of 
which are far superior to anything that could be achieved by the 
classical "eut." 
Ali you need to do is compare two frames shot in depth, one 
from 1910, the other from a fllm by Wyler or Welles, to uoderstand 
just by looking at the image, even apart from the context of the 
film, how different their functions are . The frarrùng in the 1910 illm 
is intended, to aU intents and purposcs, as a substitute for the 
rrùssing fourth wall of the theatrical stage, or at )east in exterior 
shots, for the best vantage point to view the action, whereas in the 
second case the sctting, the lighting, and the camera angles give an 
entirely different reading. Betwcen them, director and cameraman 
have converted the screen into a dramatic checkerboard, plannéd 
down to the last detail. 'ik l &! 2bt IL 2!6 2 tl ·s 1 lfl-
D'U d H . 1 1 5 1 1 • 1 T • 1 5 1 'h ·-
.., _ .à_ \X/n11oa' sdtt 
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Seen on the 
individual ~~ale and from the inner ciry, the global world is 
a world of di scontinuiry and interdict. 
!Jy contrast the dominant aesthetic is that of the cinem atic 
long shot, which tends to make us forget the effects of this 
r~p~re.: Photo.s tak.en from observation. satellites, aeri~l .~l}ots, 
habituate us to a global view .oLthings. lJ!gh office blocks an.d 
resi.denti.;Ï~owers educate the gaze, as do -m~vi es ;nd, even 
m~è-significantly, të~ë~sion . . 
. But that mirage disintegrates if we look at it 
toa_closely. 
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i!i b p: Cldl!SIS g' :. It would obviously be absurd to 
deny that montage has added considerably to the progress of fùm 
language, but this has happened at the cost of other values, no Jess 
definitely cinematic. 
This is why depth of field is not just a stock in trade of the 
cameraman like the use of a series of filters or of such-and-such a 
style of ligh ting, it is a capital gain in the field of direction-a 
dialectical step forward in the history of film language. 
Nor is it just a formai step f01ward . Well used, shoo tir1g in 
depth is not just a more economical, a simplcr, and at the same time 
a more subtle way of getting the most out of a scene. In addition to 
affecting the structure of .film language, it aiso affects the relation-
ships of the minds of the spectators to the image, and in conse-
quence it influences the interpretation of the spectacle. 
It would lie outside the scope of this article to analyze the 
psychological modalitics of these relations, as also their aesthetic 
consequences, but it might be enough herc to note, in general 
tcrms: 
( 1) That depth of focus brings the spectator into a relation wilh 
the image doser to that which he enjoys with reality. Therefore it is 
correct to say tha t, independently of the contents of the image, its 
structure is more realistic ; 
(2) That it imp!i es, consequently, both a more active mental 
attitude on the part of the spectator and a more positive. con~riqu­
tion on his part to the action in progress. While analytical mqntagc 
only calls for him to follow his guide, to let his attention follow 
along smoothly with lhat of the director who will choose what he 
'should see, here he is called upon to exercise at !east a minimum of 
persona! choice. It is from his attention and his will that the ~e~~~ 
ing of the image in part derives. 
· ( 3) From the two preceding propositions, which belong to the 
realm of psychology, there follows a third which may be described 
as metaphysical. In analyzing reality, montage presupposes of its 
very nature the unity of meaning of the dramatic event. lliill••ii 
s s ~ 1 1· · ' , r, . · ~' b ' tbss it rw# 1 
?Il 1 RI 1. In short, montage by its very nature rules out ambigtilly_ 
of expression. v 1 1 i 2 s' mwns tb ' 1 1 1 
, . · s ssù n nsin r s 1 srnssin s n 
as ; 1 tg t ; 1 mw sn li SiSiib Iil&l s 1 1 1y 
U1261&31 1 1 ; 'Cs) e. 
~ 
~ 
.iJ 
~ j l· ~. 
:.f 
~ 
.., 
J 
., 
j 
! 
< ! 
'{ .1 
•. tl 
~ 
' ,, 
! 1· 
,• ·· :/ 
'i 
1 
~ Ml 
~~ 
·: 
,YJ 
j 
" 
y 
. ..Ji 
134 
~·: 
c . 
1 
What Js Cinema? 
sr 1 5 1 1 ; 1 1 b r pan as l&llbr 
:i& ltb 2 f 2 Orson Welles restored to cinematographic illusion 
a fundamental quality ' of reallty-its continuity. Classical ecliting, deriv-
ing from Griffith, separated reality into successive shots which were just 
a series of either logical or subjective points of view of an event. ._ 
........ 
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The construction thus introduces an obviously abstract element into 
reality. Because we are so used to such abstractions, we no longer sense 
them. Orson Welles started a revolution by systematically employing a 
depth of focus that had so far not been used. Whereas the cru:nera lens, . 
classica!ly, had focused successively on different parts of the scene, the 
camera of Orson Welles talees in with equal sharpness the whole field of 
vision contained simultaneously within the dramatic field. It ~ no_ longer 
the editing that selects what we see, thus giving it an a priori signi.ftcance, it 
is the mind of the spectator which is forced to cliscem, as in a sort of 
parallelepiped of reality with the screen as its cross-section, the dr~?latic 
spectrum proper to the scene. · · · 
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· ' In Il Bandito, the prisoner, returning from Ger-
many, fi.nds his bouse in ruins. Where a solid building once stood there is 
· now just a pile of stones surrounded by broken-down walls. The camera 
shows us the man's face. Then, following the movement of his eyes, it 
travels through a 360-degree tum which gives us the whole spectacle. This _ 
panning shot is doubly .original. First, becaus~ at the outset, we stand oey 
from the actor since we are looldllg ~t hirn by way of a cam~râjî.2::~~ but 
during the tra':eling shot we become identified with ~ t~_the poipt,of -
··-~-· feeling surprised when, the 3 60-degree pan baving peen ÇC1JHpl~t_:91 we 
· retum to bis face wi~ its expression of utter bof!'~r. Secon9, ~-~~the. .... 
speed of this subjective panning shot varies. It starts with a long slide, theo 
it cornes almost to 'a halt, slowly studies the bumed and shattered walls 
..,. ' ... --
with the same rhythm of the man's watching eye, as if directly impelled by 
bi$ concentration. . · .. -·--- --
~ ......... _ ..... t .......... t.. ....... _....___j,__.,..a::: 
~------------------------------------~--------~~----.~· __ _ ... t.l. 
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An Aesthetic of Reality 
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8 JJ tlfilllll••••--... --.--------111. This dramatic role 
_played by the marsh is due in great measure to deliberately intended quali-
ties in the photography, This is why the horizon is always at the same 
qeight Maintaining the same p?oportions between water and sky in every 
shot brings out one of the basic characteristics of this landscape. It is the 
exact equivalent, under conditions imposed by the screen, of the inner 
feeling men experience who are living between the sky and the water and 
~hase lives are at the mercy of an infinitesimal shift of angle in relation to 
th.e horiz?n. This shows how much subtlety of expression can be got on ex-
teriors from a camera in the hands of the man who photographed Paisà. 
The unit of cinematic narrative in Paisà is not the "shot," an abstract 
view of a reality which is being analyzed, but the "fact." A fragment of 
concrete reality in itself multiple and full of ambiguity, whose meaning 
emerges only after the fact, thanks to other imposed facts between which 
the mind establishes certain relationships. Unquestionably, the director 
chose these "facts" carefully while at the same time respecting their factual 
integrity. The closeup of the door knob refcrred to earlier was Jess a fact 
th an. a sign brought into arbitrary relief by the camera, and no more in-
dependent semantically than a preposition in a sentence, The opposite 
is true of the marsh orthe death of the peasants. 
But the nature of the "image facts" is not only to maintain with the 
other image facts the relationships invented by the mind. These are in a 
sense the centrifugai properties of the images-those which make the 
narrative possible. Each image being on its own just a fragment of reality 
existing before any meanings, the entire surface of the scene should mani-
fes_t an equally concrete density, ---~••lttllillllttlli••IFI•I[IIIinss 
37 
TEMPORAL 
PERSPECTIVE 
'The his tory of cvery art form ", wrote 
Waïtë~ Benjamin, ').h.~~~ __ crilical 
epochs in which a certain art form 
-~~-ires"lo <:fTeéi:s"wfifdi ·cou Id- ~ ·ru-lly · 
obtaine<i only_:wi~~--'! _changed tech ni: 
cal standard, that is to say, in a new art 
"(o:m ~ [ 4] . Wei bel pursues this logic_i_n 
reverse, working backward from the 
digital image to 11nd desire for its 
powers in art history. He begins by 
noting that Renaissance perspective 
was always at eye leve! with one point 
of view and one vanishing point. By 
1850, photographers were climbing 
onto Parisian rooftops and shooting 
down into streets. Twenty yc:ars later, 
Odilon Redon pain ted a balloon-
suspended eye moving up into the 
sun. Perspective as no longer bound to 
a static point of view. It had become 
"Tree-floating. In the same period, the 
German Romantlc painter I<.lupar 
David Friedrich painted mountain 
shadows falling at an angle different 
\that is, displaced in timc) from that 
or the lmpmgmg sunlight. otfîer 
examples are found in the work of El 
Lissitsky and the Cubo-Futu[ist move-
ment. Painting. influencc:d by photog-
raphy and cinema, introduced multi-
ple points ofview and implied time. 
And what did cinema do with per-
spe_ctive? Not much . Sound to psycho-
l~Ical realism, it exploited it only spa-
li ally, mainly through dccp focus 
(Eisenstein, Welles, Renoir), ncvcr 
tcmporally. On lx iq exper-ime-ntal.dn: 
ef_Tia w;u temg~t pcn!pective ex... 
pl_9:.~_d.J.!! a_ryy serious way at ali the 
_out5landing exampl~ing 1be WSJ.d 
. (k ~~~Eacl _§.n_q~~ suc a;· lA !J;ifon 
tro& ;u;t_(L~ck and ForilJ, Q =:; 
V;uulka notes that, ifwe rcmove the 
two cinematic vectors from canh to 
~p~ce ~nd establish the principle of a 
P?~~~ m space, wc arrive at two possi-
bli!Ues: first, cinema looks from 
. -- - .. . . _ .. . one ~OI!:ll_to j~finity in a sphcrlca) point of 
_ Vlew. Th~t ~s one vector, we shall ~y. 
tch.!:..· othe':._ls the ogJX?sitç; one lao~ 
~;om cac~ ~int in, spac~. towards. a . 
. smgle pol~Lf al!_,these_j?g!Dts are in 
mouo~ aro~nd, one point, that b the 
s ace m wtÙdttdcal cincma_operatC!. 
But ;u l~ng..as_'t_'(_~atc.tal.k!l}g_a __ ..!Jtpsy;-
chological reali_s~.\'!C_~ill be bound to 
_an eyc~ cv~l __ c_in_c!!l_a. -- ------ ·· .. -
137 
1 
1 
i! 
,, 
•38 
Syn•esthetlc Cinema and E.xlra-Objectlve Re•lity 127 
-~~~~--------.-~~------it conf;:,o~ !!1e j)lusory nature g_f cine~atic r.eality; .it present~ ~ot 
OOlY "wr.C:. ti.rruL?n.d. s.p.açe., bill a.lsP filmic tü:ne ( fragmented) an~ 
~ace. g~~:,p:~~~nsi~al,.~c:_npersp::~~yql) . ~: lb · J1 J · 1 
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-·•••••••••· .)'_Y.àve been talJghtJ:>y rnQd.eJ!l ?Cienç:e 
that the so-calléq. .ob.jec.ti.Y.e. world is a reJa.tiou.ship between t~e 
.Qru.tr.Y~L!!!l.d tbe observed, so that ultimately we are able to know 
nothill!S but that relatiouship. Extra-objective art rep laces object-
<:.Q.@.(!~q-_üSn.({fsw!th metaphysical relation-consciousness. Romance is 
Jmru.in-.the-space between events . 
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Theater and Cinema-Part Two 
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••--•· The cinema cairns the spectator, the theater excites 
. _I~m . Even when it appeals to the lowest instincts, the theater up to 
a certain point stands in the way of the creation of a mass mental-
ity. * It stands in the way of any collective representation in the 
psychological sense, since theater calls for an active individual con-
sciousness while the film requires on1y a passive adhesion. 
• Crowd and solitude are not antinomies: the audience in a movie house 
is made up of solitary individuals1 Crowd should be taken bere to mean the 
opposite of an organic community freely assembled. 
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What Is Cinema? 
· · ' 1 · · "ffi ' disestier. In contrast to natural 
space, the space in which our active experience occurs and border-
ing its outer limits, it offers a space the orientation of which is 
inwards, a contemplative area opening solely onto the interior of 
the painting. 
The outer edges _of the screen are not, as the technical jargon 
would seem to imply, the frame of the film image. They are the 
edges of a piece of masking that shows only a portion of reality. 
The picture frame polarizes space inwards. On the contrary, what 
the screen shows us seems to be part of something prolonged indefi-
nitely into the univers~. _A_frame is centripetal, the screen centrif-
ugai. Whence it follows that if we reverse the pictorial process and 
plàce the screen ·within the pic~~e· frame, th;t is if we show a ~ec­
tion of a painting on a screen, the space of the painting !oses itS 
· orientation and its limits and is presented to the imagination as with--
. out any boundaries. w :1 · 1 1 ·· ;] ' 'g b" t 
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What ls Cinema? 
..... The thea ter is indeed based on the reciprocal awareness 
of the presence of audience and actor, but only as relatcd to a 
p erformance. The th eatcr acts on us by virtue of our participation 
in a theat1ical ac tion across the footli ghts and as it werc under the 
protection of their censorship . The opposite is true in the cinema. 
Alone, hidden in a dark room, we watch through half-opeu blinds a 
spectacle that is unaware of our existence and which is part of the 
universe. Thcre is nothing to prevent us from identifying ourselves 
in imagination witb the moving world before us, which becomes 
the world . a 
---------or. 
Behind the Decor 
t'tl s' 'F? i' PPP?' bz 52792 li &lie 
. As Jean-Paul 
Sartre, I think it was, said, in the theater the drama proceeds from 
the actor, in the cinema it goes from the decor to man. This reversai 
of the dramatic flow is of decisive importance. It is bound up with 
the very essence of the mise-en-scène. 4iill••••••••••• 
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Painting and Cinema 
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aisi! a; ts a g 1 • • • 5 ' On the ether hand, the: sequence 
of a film gives it a unity in time that is horizontal and, so to speak, 
geograph.ical, whereas time in a painting, so far as the notion ap-
plies, develop~ geologically and in depth. Finally and above all-~o 
- uSe a more subtle argument th at is ne ver employed though it is the 
most important of all-space, as it applies to a painting, is radically 
destroyed by the screen. Just as footlights and scenery in the the-
' ater serve to mark the. contrast between it and the real world so, by 
its surrounding frame, a painting is separated off not only from 
reality as such but, even more so, from the reality that is repre-
sented in it. Indeed it is a mistake to see a picture frame as having 
merely a decorative or rhetorical function. The fact that it empha-
sizes the compositional quality of the painting is of secondary im-
portance. The essential role of the frame is, if not to create at !east 
to emphasize the difference between the rnicrocosm of the picture 
and the macrocosm of the natural world in which the painting hàs 
come to take its place: This explains the baroque complexity of the 
traditional frame whose job it is to establish something that cannet 
be geometrically established-namely the discontinuity between 
the painting and the wall, that is to say between the painting and 
reality. "% ' 9 g ) 5 il ES S!&U&j !ILL 
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media refers to the simultaneous use of various media to create 
total environmental experience for the audience, Meaning is co!TI-
municated not by coding ideas into abstract literary language, but 
by creating an emotionally real eJ<:perience through the use of audiO-"" 
visual technology. 
intermedia environments 
turn the participant inward upon himself; providing a matrix for 
psychic C"-1>J.oration, perceptual, sensorial, and intcllectual aware-
ness; on the other hand technology has advanced to the point at 
which the whole. earth itself becomes the "content" of aesthetic 
activity . 
r. 
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The new consc.iousness doesn't want to dream its fantasies, it wants 
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CAROLEE: l'rn moving more into technology and electronics. My long-
range project is completely activated by the spectators. rn sensi-
tize the audience throu h a performance situation in which de-
. tàiled film images are set o udience as they move ·Tnto 
: the perfomian_~e envirorlrrier;!_. J'hey'll ~e overlapping_tirr;'cl 
.Projectors . If they want a film to be shawn again they'll have to 
figure out wh at they did to make it start iilthe first placë. 'TliéSë 
films will show detailed aspects of performance situations : touch-
ing, handling, moving. Then as the participants move in other 
directions the actual materials shawn in the films will be intro-
duced. They'll fall from the ceiling or be tossed out of boxes. 
·mn) r 
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GENE: Do you always use film in your theatre pieces? 
CAROLEE : Yes, I tend always to use it in sorne aspect of an environ-
mental performance situation, primarily because of the intensifi-
cation of information it gives, which may just be sensory 
information. And I use it to transform the environment. I tend to 
use film very formally. Every element that goes into the environ-
ment l'rn working with is very carefully shaped in terms of scale, 
time duration, what's going on in juxtaposition to a film. I11. Illi-
nois Central there was a three hundred and sixty-degree visual 
. ênvironment that was changing and shifting all the time, com-
posed of filri1s and shde~. And 1 like using slides against filn::.s _ 
·because 1 can start and sto , overlap black out, manipulate. l've 
portable projectors so that the image can be 
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The concept of cinéaste passeur, wh ich was developed by Dominique Bagué in 
reference to Raymo nd Depardon and Jacqueline Salmon, has nor been associated with 
Varda's cinema (2004: 186) . J\_~vLsed interpretation of cinéaste passeur however views 1 
the filmmaker as a mediator nor only berween the fi lmed subjects and rhe ~pecraror~, 1 
- 7t'aiso-bcrween a specifie-space and dme ~nd rhe moment ofthescreening . ...._. 
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One co uld argue thar from rhe moment of irs fi rst public screen ing a fi lm beco!Il~s ~ 
collaboratio n berween rhc filmmaker and the vicwer, nor because the viewer modjf!.es 
the film per Je, but rather because his/ her idiosyncrar ic reac tion wi ll im pact his/her 
undersranding and inrerprerarion of rhe fi lm. T 1 1 11 d6@§ list Il lill id tG Lll&lMY\; 
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Finally, by drawing attention ro the effcct of the cinemarographic process, she makes 
a polemical statemenr and demonstrares thar a documentary fi lm can never be crue to 
r~aliry, and thar in tru th it is 'a multi-layered, performative exchange berween subj ects, 
filmmakers/appararus and spectators' (Bruzzi 2006: l 0), 
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The_ multipl e . scr~5!QSa':!d fragm entary nature .. of this video and irs mysterious 
~ur~_arres~ _rh at Y_;~.rda is fully aware ~f the i!llperfecr nature C)f any representational 
attempr: ~Yard a. .has_ no _i llusion abour rhe lLmits of representation, but she pla ys with 
~ po~:~i!?_ i liri es to desrabilize viewers, in and ~ur of the comfprr zone of rheir.viewing 
pracdces in a rt spaces' .(Barne t 2011: 1 04) , She knows rh ar our rime and space cannor, 
at the ïï;ôment rhar we are experiencing rhis piece , match the confusion and despair 
thar characrerise rhe documentary foorage thar she has pieced togerher. 1his oscillation 
dtcn berween love, hope and bea ury and the distressi ng admission thar rhe world is not 
weil is what makes chis pi ece particula rly effecrive. In a way, rhis installation is like an 
essay on rhe powerful nature of art. As in many ofVarda1S works, her motto here could 
~e ~l~::;.!:l_:~~sed as : cake a _sp_ace, b~Ùd up mental. associa rions, refuse romanri.cising . 
clichés and confronr rhe audience by forcing rhem ro engage wirh whar they see, what 
ï1Jë'Yhe~r-·and what they fee l. c ?PH?T p Ù7 s' Ù 1 l · g 5 li S:Jii !f !a 
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tarais% 2 '" 1 g 1 1 1 &as Whilc in cinema, space often 
~xp lains or confirms rhe psychology of a fictiona.l cha racr~r, in insralla-rions as wel!' as 
i ;;'Unëêiiï~è i; ti ~-nal works like ' La Mer Méditerranée avec 2 r er 1 n', Du Côté de la 
Càre:-;~dL'Opéra Mouffi, ir serves a different purpose. Space is a creative crossroad, a 
?otcnrially endless sou rce of connecrions and an o p p~rtuniry ofbeing wirh and feeling 
witli. or~~-;.s: ,7 
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_ l]._l}'lo_ye aroun .an ouro r e ur, go ac art eir own eisure and even warch rhe 
~ filnù . ~opsy turvy and ar rimes comical foocage. Cinema as an arrisric medium has 
~hanged; moving from rhe analogue ro rhe digital wo rl d. The mixing rable nearby 
could very weil beco me a relie, rhe trace of a di ffe rent rime and a proof thar rechno-
l ogi~a l changes can impact our perception . Freed fro m th e co nstrainrs of rraditional 
_screeni?g, th e reels of fi lm become a marerial in their own righr li ke wood .and meral, 
whicl}.can be mani pulared at·;,;;;;-Ii.- -
Varda's ingenious rccycli ng shows thar they are neicher !ost nor useless since they 
become a self-referential and malleable mareria l. The visi rors' experience cerrainly 
differs from thar of Varda who was personally involved in the maki ng of rhe fi lm 
~the possessive 'ma cabane de l'échec', 'my hur of fa ilure', is significa nr here). But che 
Installation as a wb ole is a reAection on memory and on whar we can (and. cannor) 
5~~~~-~]pecrarors in the rime we have rogerher, and whar remains and changes afrer 
-rhc colourrul set up or l'ing l'ong long " C"mping in Sète (photo ra ken in April 20 12) 
wc have parred . The cemporary nature of any scree ni ng, the vin rage characrc::r of rhc 
rablc ami Varda's ex perimentations rhroughour L'lie er ELle wirh phorography, cinema 
and sound show thar she wanrs w exp lore rhe new encounrers rhat can occur in and 
our of the gallery wirh people who are wil ling ro embracc thi s triburc ro her work. 
1 
'l : ' ' r 'PnliQb G' · a 5 1 s 1 ' · · & tl 1 ·1 · · g, 
lajsjqp T26'5 nd riT'!? · '?P' ' ±i•). 1 wo ul d add thar rhe spccraro r's mobi li ty and 
sensory engagement in space necc.,sarily needs robe considered ro undcrsrand Va rda's 
practice as a sire of resistance and creariviry. If Ln Cnhnm· de !'échec is moving, ir is 
nor oniy becausc we ~ee l parr or a commu niry of srr:mge rs, but becausr: ir nwkes us 
realise rh :u our boJi cs (a nd mimis) arc inrcnwim:d in rim e and spacr alongside rhose 
of orht.:rs. Vardù cincmaric promenades G< n only be effective if they r~kc v i s itor~ on a 
clla! l.:nging wa lk rhrough memory and space. 
------- -- ··- --·-
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~ .
Stan VanDerBeek with multifaceted surface 
tor multiple-projection intermedia environ-
ment. Photo : Richarç! Raderman . 
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Uoconsciously we're developing memory storage and transfer systems th_at 
deal wilh millions of thoughts simultaneously. ------•-•• ~. !lean: g s ; , ·i z : v sh d nmletsû d s !J 
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THE IMAGE AS OBJECT 
\vfïcn image bcc_~mcsobjcct in -a· 
stream of paralld events, Ï.he real rn of 
p; yaio1oglêâl realism or · photO- •••~· As a resul_t, !_h ~--~Yt"} thesized 
The re arc threc technologies through ·-graphie - truth -is -~ abandonêd.: - The _ image becomes truly an object, ~e_ wit-
which the fr-ame-bou nd photographie image. ru:ss be oruc:. a ' user ' , nd ihe re l ii n 
o ~jec t: im a,...."'""'"""n....,.-t."'"""""..,...,,..--~n:-;;:n'""g;;::s---:-:u:::-s ---;-:t r=u:-:-tt-. -..-u,..:.t:=--:t;,...,r..,.ec.,..._ -.~. m,.,..,...ag""'e-- -oe tween tnem necomes not o bser-
thesis, an , planes within a frame !ose what Va- va tt on ··but - i~têra"ction. jean-Louis 
play~ tb binocular...(stereoplic) or ··sul ka ca lis "the aura of tru th". We Baudry argues th at, in thf. cinema o f 
holographi . The code is responsible detaëh"oû7séï;;;-·r~~~-~h-;.;; p~ycho- -psychologiêaf réalfsm." t ë primary 
for the firs two and may be parti ally logically. \yjJULbe _possible_to __ C.QT).:... id-=~ n~~rio~· of "the spe " ta tor is not . 
involved in the third. This is another .. str~ct_. a __ psyc.hological space - in_ a W!LI1 the characters but wth the cam· 
aspect of aral! el event-streams. Wc )ang~agc::_~Lf!'lm <:-unbound para lie! cra itselfJ5] . But in inter ctivc image 
recognize c nema as frame-bou nd and cvent·streams? synthcsis, the spectator is he camera. 
frame-unb und . Mechanical cinema For Weib~-~. --; 11 this raises a Si nee it is not separale fro th e scene 
is characte ized pri~ariiy ·bç-fl"s reli- fundamental challenge to the me to- it surveys, the vi nua! came ais neither 
·ancëOn ti-î fram~. It cannot !cave the nymic nature of cine matie language. a voyeur nor an instrume t of surveil-
·rni.me ~~le a special effort iS- made He invokes the name of Roman Jakob- lance . "It is a point ofview 
through o Ùc~Î prin·ti_n-g. j ·· · · son, who argues th at the re are only two w1thin the scene", write Catherine 
-~·-··The use offramed parai· 
ints to new narrative pos-
w semiotic strategies--for 
cxample, e possibility of a pre,~ous 
or future e ent appearing spa Li ally be-
hi nd or in front of a current event 
within the ame fram e. Therc is always 
a pcndin image. Editing can be 
avoidcd en ircly-a_s Vasul ka did in his 
l~B7 work . rt.of!Yfemory. He points out 
that, thro gh h iera rchies of image 
planes in articular arrangements 'in 
a mental s ace', future and pasttenses 
m ay be st ggested. As already men-
tioncd in the discussion of parallel 
cvent-sLrea s, conventional film lan-
guage is ther inarticulatc in this re-
spect. The c is no temporal eloque nce 
in film. e 
. .. . .-. . ... 
t~~~~••• · hiswo_~d._cxtc~d_thc pos-
sibility of . transfiguration (metamor-
phosis)_ in .2,. a narrative . spà~~ COf!l· 
pos_~d __ o f_ la _e_rs ___ qf __ time, . . eithe.r.-as 
~_ovi_r)g _ o _ still imag<;_s, __ Ed __ E_m_shwil-
ler's Sunst nr.was one of the lirst works 
t~Ffi.·(o(è~-~~c-sc_poss~bililics . 1. n itthe 
lmage .be.c meso_bjcctl_~nd !t_h_as both 
framed an uniramed parallel ë~ent­
streams. 
fundamental operations in language: Richards. "Not only can his camera 
metaphor and metonymy. And the (the user) direct its own lo king, it can 
_language ? f cinema is not metaphor}_c, be sensed, responded t , and rep-
~tj~_met~nymic. It is the language of resented in the scene: it sees and is 
the part for the wh ole. Al!_ cinemât!è. seen" [ 6]. 
images are contingent. The frame. The third leve! of the objectifica-
said Jakobson, is al ways part of an un- tio n of the image is rea li -ed through 
seen whole. At its fundamental syn- three-cHmensional displa . Whether 
tacïïèlëvëï=·the- Ïevel of cutting. of tnrough holograpny ·ô binocular 
ë it~ng, o.(brjnging spaces together- (stcreoptic) technology. cinema is 
the filmic language game is meto- moving from the tw imcnsional 
nymfc. In .the service of psychological image on a screcn to the t ree-<limen-
;, re~Îis;;- , conventional ~d iting r econ· slonal object in space. T d~y cinema 
str.ucts ' re~l' - Îim~· a~ci ;r eai'spàêe: fol- rc prescnts reality; tomor ow ir will be 
lowirïg lôgiêai ç;ï:;"~al- c hai~s· by me- reality. Already with ster op tic tech· 
rür{"yffi ié'"~ss(;ci~-tion . Experiments like nology th e image becom~s an object. 
iA:St Year-;;iMa-~badwere attempts to cl ::~~~::.:~~::~;?:o~~~~~:~:~:i: , -. ~~:T; I :,:j"!:: _a. 
a Marienbad, because it is clear that wc , • , • • • • • • 
no longer have th at constancy of tirne :Sl!n ::; X Jh xe:v::::::;t:! 1 
and spacc . Once an image-object is set ll!lk fllllj' 1 l4J '""'"1!1 ~'I!IIIIL Il 3 S 
against a reference, the metonymie ; ' ft e. An unfram. d ima 
tension is !ost. Objectifying the image not an ima 
within the frame puts it in a different an object in space; "It ~ rces you to 
time zone . Metonyrny becomes pro_b- deal with air." lt is no lon er a reprc-
lcmatic. On th e one hand, such con- scntation but the t)1in g i If. Vasulka 
structs arc not metonymie because t~c notes t_ba t d~erent under tand ings o r 
spa ce they occupy is not ' natural'. Th e reality and tru th are im . li ëd by. the 
image-object is not pan of the who le ; representational imagè and by an 
it is no longer continge nt. But it is not object in space, no matte how insub-
metaphoric either . lt is something stantial that obj<i:ct may be . Three-
:new. We _ d_o __ not know_ ~_!:l at i~ is . . lt space cinema, he suggests is more like 
might still function metonymically. theatre . In two-space ci n ma there it 
uui Tn adirfe ïem way. This isan impo.- _ trut~but_ n~~êâtity . ln th atre th creis 
tant arca th at is wide o pèn fo r aës- rea li ty but _no îrUi.~- · 
theti-c-expl-oratio,n-:---·---------_:_ ______ __.J 
1 . 6 §1131 iii!~ 
np S?h lbs 13 5 
•••n. ~ ~.L.''.l:~Y.S......~.it~~r~on _~Q 
r !ri nee omethin ~":-~ th~..!_i~~ ~~ha t he is expe r ~~.!.] Ç Î 12g. in 
·Wch CtS l}1 ..Jila.9Ln<tQ,_ th e dreamer o r the su_]J.l_cct 2 f persep~i~!2.2)1~t ' 
· · taken at their word, and we mere] ' ne cd to confi.rm tb at the ir 
Tng~n fact cx~-;;;~ibc ~ :~;;;~~~-ci~;g_·-0~ el e--the 
p~,r'o12 ~:!tl_0E~r.~;!c_J0' i; no i ;j c~w: of w-ri~h c -ë~p~nenc~~~ 
that ca~e th e teST of self-evidence Jl'l,·lY bt: an illn . ion. ln o rder ro divcst 
Llw expe rien ce of drcams . myths o r perception of~ li po~il i\•e value. and 
iu o roer 10 rrintegrate th esc vario u <; ~paces to geom etr ica l pare , \ e 
must ro ali in t en t~ ~nd purposcs dcny rhat people eVf' T drearn . or that 
they cw:r go mad . o r cver really and tmly r · rceive anythin g. As long a 
vc a. llow th e exi,tence o f dreams. i n ~a nity o r perceptio n . at lea t as so 
!llaDy for ms o f absence o f re ll ection--and how can we DO t do soi f 
want 10 leave <;orne value ro th e testirn0 ny o f consciousnes.s, \~;tllO\IL . 
which no rrmh is possible?-we have no ri ght ro level ali exper ienc 
down to a 'in gle ' 'Orld , ali modalitie~ o f e.:'lisrence down to a sit~gle 
con~c iousness. r 
l . 
•••••••••Ill!•••••· . Bm the d istinction itself betv.1e~ 
the appe rance and Ù1e rea li ry is made n eit her in the world ol tbe m yth, 
no r in he di,eased or inf~nt il e o ne. Th e m ytb bo lds the e. sen ce whhlri ' 
the appf.'.lrance; th e myth ica l phcnomenon i~ nor a representation. bUl 
a g('nu in<' pr('sence. 
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Synaesthetic cinema is ail and none of these. It is not fi ctio~--;­
because, with a few exceptions, it is based wholly on unstylized 
reality. It is not documentary because the reality is not organized 
into an explanation of itself. And it is not cinéma-vérité because the 
artist shoots and manipulates his unstylized rcality in such a way 
th at the result has style. 
This process, best described as "post-stylization," is accomplished 
through cinematic equivalents of the four historical styles of a1t : 
realism, surrealism, constructivism, and expressionism. 
Cinematic realism already has been defined as cinéma-vérité: 
capturing and preserving a picture of time as pcrceived through . 4, 
unstylized events . 
Cinematic surrealism is aehieved by the juxtaposition of unstyl-
ized elements so incongruous and remote that close proximity 
creates an extra di!:Pension, a psychological reality thal arises out of 
the interface. 
Cinematic constructivism, as we've discussed it, actually is the 
universal subject of synaesthetic cinema: a constructivist statcment, 
a record of the process of its own making. 
Cinematic cxpressionism involvcs the deliberate alteration or 
distortion of unstylized reality, either during photography with 
lenses, filters, lights, etc., or after photography with optical printing, 
painting, or scratching on film . 
Post-stylization of unstylized rcality results in an experience that 
is not "realistic" but neither is it "fiction" as generally understood, 
because none of tbe elements is altered or manufactured prior to 
filming. In essence a myth is created, a myth "born out of the 
juxtapositions of th e paradoxes of reality. Webster dcfines myth as a 
story tbat "serves to unfold part of the world view of a people or 
explain a practice, belief, or natural phenomenon." ••••• 
SPATIAL PERCEPTION AND THE PHOTOGRAPHie IMAGE 
The theoretical content of this research focuses on the physicality of 
space as weil as the inhabitants' attitudes toward it; the formai portion in -
vestigates visua l means of documenting perception with the emphasis on the 
logistics of sight and memory. Keeping in mi nd the hypothesis that the senti-
m e nt of home-or post - habituai spatial attachment-is generally nostalgie , I 
am interested in the capabi li ties of photographie image to evoke the mne -
monic past , and simultaneously visuali ze real -time experience. 
I7.TI+I7.T2 > P - 06 - 069 + 04-047-34 examines the documentation 
of perception based on the accumulat ive nature of vision; as a continuous su-
perposition of mnemonic tableaux of the imm ediate past; the current view of 
reality; and forthcoming peripheral vision . The resulting photo-nlmic sim -
ulation of real - time perception is a continuously evo lving amalgamation of 
what we see and remember and wh at we see and forget. At the sa m e ti me , this 
project exp lores the effects of memory-as a component of perception-which 
unlike vision, does not necessarily comply with the linea r progression of ac-
tion and sequence of ti me. Memory is a product of disjointed past moments 
whi ch are neither static nor moving. Subsequently, neither memory, nor re-
al - time experience are unsuitable for accurate and objective representation 
and must therefore rely on the accumulat ion of poetic means for an attempt 
at documentation . 
Since its invention , photography, with ali of its subjectivity f1aws, 
has been the biggest proponent of memory. For professionals and amateurs 
ali ke, the photographie image has served as ch iefvisual documentation of the 
temporality of events and places of the past; I therefore would like to suggest 
that regardless ofwhat is depicted , the actual subject of a photograph is always 
tim e. However , due toits stagnant nature , a photograph is in direct contra-
diction to the continuity of rea l -time vision, and the f1uidity of memory. lt 
is a frozen-in-time sti ll of a ch osen view of reality. The photograph, in this 
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context , is the antithesis to percept ion. 
However, what I nnd interesting about th e use of st ill photography as 
docum e ntation of space is not when so m ething is photographed , but r ath er 
when it is n ot. The camerais h ab itually focused on special events and pl aces 
whose temporali ty we want to prese rve. In co ntrast, I a m inte res ted in the 
times and the spaces that a r e so ord in ary and fami li a r th at they go unnoticed 
and therefore undocumented . 
As a r esult of the ir stability and permanence, everyday sce n es are ra rely 
photographed-except for the fl ee ting aesth etic phenomena-but ra ther th ey 
a r e on ly visible as b ackdrops for th e events they host. Ordinary space by its 
n ature is invis ible to the camera; the mom e nt it is photographed it becom es 
special. Therefore, if photographs aim to d ocum ent time ; and if the se n t i -
ment of home only b eco mes apparent and valued after its pl ace of origin is n o 
longer accessible , I question whether home can be photographed at all. Perhaps 
home is so mething that can only b e exp erienced . 
Due to th e apparent shortco mings of photography to capture th e 
fluidity of time, the obvious alternat ive becomes the cinematic moving im -
age, which by its nature is a durational medium. However , a ltho u gh film is 
a m edium experienced over time, its mechanics were historica lly developed 
to capture moveme nt and action, whi le ti m e and spa ce are red u ced to pl ot 
situating or propelling deviees, making traditi o n al c in ema d etrime ntal to the 
d ep ict ion of sp ace. Wh en reflecting on how to best rep rese nt spatial transfor -
m atio n s within my practice , it stt·u ck m e as co unter- intuitive to capture the 
steady metamorphosis of the motionless landscape through a medium aimed 
at simulating movement. The changes that I do cument cannot be observed 
through m ovement , they o nly become appar en t over time. 
Moreover , cinematic sp ace is manufactured using a varie ty of camera 
and ed iting techniques- long takes, long shots, travelling/tracking sh ots, pans 
and changes in ca mera foc us-the majo r ity of which are emble m atic of sight. 
However , cinema ' s mo st popular d eviees su ch as edit ing and zoom are a l i en to 
human vision and exist to condense ti m e and movement, respective ly. 
The main purpose of editing-arguably the most defming character-
istics of contemporary commercial and experimental cinema-is to abbreviate 
time in orcier to fi ll it with content beyond what average perception allows. 
At its best , editing can either be a guiding narrative thread or an outlet for 
abstract thought , but in ali its forms, it is a manipulation of the viewer by 
the :hlmmaker. In this respect, cinema is a very autocratie art. By present-
ing the viewer with montage sequences in the orcier in which they are to be 
read, much li ke the written word, it privileges the individual a uthor and takes 
a geney away from the viewer. 
Often profess ional fi lm - m akers, cinematographers, and fi l m artists 
shoot more footage than they in tend to show solely for the purpose of edi ting 
in orcier to ach ieve e i ther continuity or discontinuity, to incite an emotion 
or react ion from the viewer, orto promote des ired aesthetic quality . By con-
tras t , when making home-movies the author, the actor, and the audience are 
u sually one and the same , and there is no need to manipulate the story or the 
exper ience-they h ave already l ived it. 
Unlike commercial , documenta ry, and even experimental filmmak-
ers, the unedited amateur footage directly corresponds to time and the move -
ment of th e camera , and in tu rn more directly reflects the vis ion of its opera-
tor. The amateur movie-maker films their rea li ty according to their process 
of p erception with the intention ofpreserving it intact. The purpose of home 
movies is to commemorate unaltered events intime as they actually h appened. 
There is no script , nor post production work, and often no beginning or end; 
instead, the individually fi lmed events and places are stacked u p aga inst each 
other with littl e regard for coherence or aesthetics . A home - movie is never 
finished: the fi lmm aker e ither runs out of fi lm or action. 
Additionally, un l ike th e spectacular nature of the m ajority of co m-
m erc ial cinema, with the exception of exp anded cinema , home-movi es are 
not m ade to be screened in the vacuum of a clark thea tre. Th ey exist in the 
•ss 
same conscious reality as their viewer and, as such are not created to enthrall 
the audience. Rather, the amateur film exists to stimula te the viewer to remem-
ber, relive and re-experience the event and p laces they likely al ready knew. 
The image becomes only one aspect of the documented memory, along 
with the verbal persona! recollections that often substitute the manipulated 
cinema tic narrative. In this regard , the amateur cinema tic image is not unlike a 
photograph: both inspire awareness and dialogue instead of passive consump-
tion of th e image . 
Finally , altho ugh the authent icity of perception in home - movies may 
be superior to that ofprofessional filmmaking, it is sti ll an action-based medi-
um and therefore impa irs time and neglects space. When landscape is fdmed , 
the viewer cannot help but focus on any visible movement simply because it 
is eas ier to see than time. However, if we believe that time is the best way to 
truly experience space and develop the sentiment of h ome, I question how , 
within the realm ofhuman perception , do we experience time without it being 
overshadowed by movement. Furthermore , l wonder whether it is possible to 
remove action from a moving image and film pure time . 
In their bare mechanics , neither still photography nor moving fi lm 
proves to be the ideal for docum enting either perception of space or time 
passage. Therefore the visual portion of this research , as presented in the 
I7.TI +I7 .T2 > P-o6-069 + 04 - 047 - 34 exhibition is dedicated to finding a 
visua l and conceptual middle ground between the dualities of objective repre-
sentation and subj ective sentiments; between the docum en tation of memory 
and the representation of the real-time perception ; and betwee n the passage 
of ti me and the stillness of the landscape. 
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17.TI+17.T2 > P- 0 6- 0 69 + 0 4-0 47-34 
r7.TI+J7.T2 > P-o6-o6g + 04-047-34 exhibition , as the culminate 
portion of the aforementioned research, focuses on a singular spa ce as a sym-
bol of a transforming neighborhood. Through the projected photo-filmic 
site-specifie installation, the exhibition examines the relationship between 
photographie documentation of time, accumulated communal memory, and 
of real - time perception as the means to visualize the sense of spatial attach-
ment shared by past and present users of an evolving site. 
The installation is a combination of four components: the physical 
location of the exhibition spa ce ; live-view of the construction site as present-
ed by a camera obscura ; moving photo - filmic documentation of the construc-
tion process ; and projected photographs collected from the community. By 
interlacing various perspectives and multiple time frames in the history of 
the Université de Montréal - Outremont construction site , the installation 
provides a comprehensive physical and virtual experience of ongoing spatial 
transformations of an everyday urban space. 
The first part of the exhibition deals with the real - time perception of 
the Outremont construction site (also known as , 17.TI and r7 .T2 sectors of 
the City of Montreal municipal zoning map : see Appendix B). The initial ex-
perience of the installation begins outside the actual exhibition space , on the 
stree ts of the Parc Extension neighborhood. Wh ether arriving on foot , by car 
or public transit , the visitor is forced to interact with an area of the city that 
frequently goes unnoticed by tourists or even non-residential commuters. 
The imminent completion of the Université de Montréal - Outremont cam -
pus will alter the commercial development as well as the socioeconomic and 
ethnie demographie of the area. As the means to emphasize the forthcoming 
nostalgia for our cm·rent time , it was important for me to physically show the 
"before" version of the neighborhood , whûe anticipa ting the completed con-
struction of the "after." 
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INTER IOR AND EXTERJOR V IEWS OF EX HI BITION SPACE AT 6833 RUE DE L ' EPEE . 
PHOTOS A, B, C: OLYA ZARAPINA , JUNE , DECEM BER 20 14 . PHOTOS D , E : IMMO CAN 
-------------------------
While looking for an exhibition space , it was imperative that the pro-
jected imagery and the actual site were visible at the sarne tirne. After visiting 
several commercial properties bordering the construction site , 1 eventually 
selected a ternporarily unoccupied loft on the fourth floor of 6833 Rue De 
l'Epee (Images Page I6o) . According to the owner , Eric Gross , the building 
was constructed in 1907, and, based on the earliest available insurance plans 
da ting to 1962 ( see Appendix A), it was once the horne of an industrial prin t-
ing facility. Today , the various tenants are predorninantly clerical workers , in-
cluding graphie design agencies , architecture nrrns, and cosrnetics distribu-
tion cornpanies. However , the building' s industrial origins are still visible in 
the cornmon spaces , the heavy duty elevators and the rnostly idle loading docks. 
Within the scope of the 17.TI+I7.T2 > P-06-069 + 04-047-34 exhibi-
tion, the site-specifie installation propagates nrst-hand experience in con-
junction with the artistic documentation. The building's location, as well as 
its presence in the exhibition' s photographie imagery, function as constant 
rerninders of the physical space in the present tirne, therefore rnerging the 
documentation of the past with the real-time perception. 
The awareness of the real construction site is further heightened inside 
the exhibition space by turning the loft into a life-size cam era obscura. Upon 
entering the exhibition , the windows of the room are completely blacked out , 
aside from a srnall round opening on the far side of the space. As the visitor 
rnoves through the room towards the light, his or her rnovernent triggers the 
numerous motion-sensitive projections , therefore rendering the camera obscura 
invisible. The inverted , upside clown image projected through the pinhole 
(which in reality is about an inch in diameter) only becomes visible again after 
ail movement ceases. If the visitor remains in the space long enough for their 
eyes to adjust to the clark , the live - view of the outside projected through the 
camera obscura reappears again in the place of the photo - nlrnic documentation. 
This highly ephemeral facet of the exhibition deliberately sets up an 
elaborate process : the end result is to re-see a view of the site that is situated 
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CAMERA OBCURA DURI NG 1 7.T l + I 7.T2 > P- 06 - 069 + 04- 047 - 34 EXHIB ITI ON. DECEMBER 20 1 4. 
P H OTOS A,B, OLYA ZARAPINA 
immediately outside of the building. Through the use of simpl e optics that 
are at the root of the photographie process , l recontextualize a potentially 
ordinary view into a valuable sight , therefore emphasizing the relationship 
between the aesthetization of an experience and the actual experience . 
The third , photo-fùmic component of the installation documents the 
barely perceptible space transformations that took place over the course of 
this research (authorized by the City of Montréal under P - 06 - 069 and 04-
047-34 proposai fi les , Appendix B , C) . From 2007 until the opening of 
the J7 .Tr+r7.T2 > P - 06- 069 + 04- 047-34 exhibition in December 20I4 , the 
majority of construction was clone underground , including the supporting 
structure , plumbing and ventilation systems (see Construction Schedule , Ap -
pendix C). During this time, the spatial transformations were more evident 
in the authorities' attitudes towards the use of the space rather than the ap-
pearance of the site. While the site has always been unde r the jurisdiction of 
Canadian Pacifie Rail and not easily accessible to the general public , at the 
start of the construction it was further segregated with additional fencing and 
year-round security. Throughout my work on this project I was constantly 
trespassing and hyper aware of the illegality of my presence on the site, in stark 
contrast to the casual attitudes of its former users. 
The moving projection that captures this period of transformation is 
reminiscent of a never- ending apocalyptic landscape achieved through con-
tinuous in- camera superimposition of individual photographs . The pseu -
do-panoramic effect is created by the lack of separation between film frames 
or boundaries between the individual photographs (Images Page r64). The 
seamless horizontal flow of the projection creates a dream - like environment 
in which the complete image-s trip can only be experienced in its entirety over 
time , reflective of the durational transformation of the landscape in question. 
The uninterrupted flow of images was achieved with the use of a Minolta 
SR- T200 35mm film camera , an amateur , lower end Single Lens Reflex, first 
released in the late I970s . ln contrast to the automatic-rewind cameras of the 
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following generations , this camera allows for greater control over the advance-
ment of the fùm. This feature allowed me to develop a technique essential 
to the methodology of this documentation, which permitted to dissolve the 
individual frames into one horizontally moving pseudo-panoramic projected 
image. While still technically photographing one frame at a time, the mechan-
ics of the camera allowed me to rewind small portions of the film after each 
shot to superimpose each new scene over a section of the previous one . This 
technique results in a strip of images-virtually indistinguishable from one an-
other-which , when projected, delineates the horizon of the landscape. The 
viewer can experience spa ce as a complete entity built of accumulated in di-
vidual scenes, rather than focusing on a single view. 
Throughout the duration of this project , I returned to the site at least 
every few months, shooting roughly one roll of Fuji Provia rooF fùm during 
each visit. Although there are not as many options of colour reversal fùm avail-
able anyrnore , the fùm stock I chose to work with is a low saturation , daylight 
fùrn with the lowest ISO available. Due to the superimposition technique , I 
had little control over the exposure, and the images were prone to overexpo-
sure in high- contrast light conditions. 1 tried to shoot at the most even lighting 
conditions possible; this allowed for optimal technical results while also keep-
ing the aesthetization of the landscape to a minimum . 
Aside from the first few sessions when I was working out the technical 
details of various cameras, f:tlm stock and film exposures ; the documentation 
of each visit is dictated by the length of the 36 frame roll of 35mm film . The 
entire length of the photo-film is just under 30 feet in length and is made 
up of multiple rolls of film edited together, yielding just over half an hour of 
projected image. ln a sense , each one of the separate rolls corresponds to the 
filrnic equivalent of a long take traditionally used in a film as an establishing or 
sequence shot to orient the visitor in space and time . However, unlike in cin-
ema , there is no action or traditional editing; rather , the entire length of the 
photo - fùmic projection is the result of a sequence of photographie long takes , 
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made up of continuously superimposed still establishing shots. 
ln addition to exploring the accumulated plurality of visual perception , 
this form of image-making is also derived from the habituai horizontality of 
vision as means of spatial perception. While using a 50mm lens-the most rep -
resentative of the human field of view-I limi ted the outlook of the camera and 
my actions to those most natural to sight . In other words there are no sudden 
zoom, "cuts," or jumps in views. The images that comprise the photo - filmic 
projection were photographed as I continuously rotated the camera according 
to my habit of vision , from left to right around its vertical axis, while at the 
same time physically moving through space . The resulting extended pseudo-
panoramic image , along with the horizontal projection mechanism , mimics 
the overall scanning involved in reaJ-time spatial perception . Including the 
semblance of peripheral vision continuously coming into focus , but without 
stopping on any specifie view. 
The implicit horizontality of vision is reflected not only in the pro cess 
of photographing but also in the mechanics of projection. Unlike traditional 
film, which moves vertically through a projector, this panoramic photo-
film is projected horizontally. Its mechanics echo cinema 's photographie and 
illustrative precursors: Zoetrope , Praxinoscope, and their enlarged stereo-
scope versions, the Kaiserpanorama or Fotoplastikon. 
In 17.TI+17.T2 > P - 06 - 069 + 04-047 - 34 the main component of the 
projection mechanism is a modified Etude - c2 strip - slide projector built in 
the USSR in the rg8o ' s (Image Page r66). It is a manual feed, frame-by-
frame , 35mm film projector, with potentially interchangeable film gates: one 
for mounted stills and another for uncut film. Although these projectors once 
existed in numerous countries, in the West they were quickly replaced by a ma -
teur 8mm and r6mm projectors. However, in Eastern Europe they remained 
in popular use into the early 1990's , until the collapse of Soviet Union and 
the influx of western technologies . 
During my childhood in Ukraine, these projectors commonly known 

as DiaProjector (referencing diapositive hlm) were used to project DiaFi/ms, which 
are projected storybooks with text and images usually depicting a folkloric story 
or Socialist message. For children , Diafilmswere not only entertaining cartoons 
or educational material , but also engaging events by which the whole family 
could participate in the storytelling. What originally attracted me to this sort 
of image viewing- and what in this project poses as an alternative to the passive 
consumption of cinema-is the participation of the projectionist and th e spec-
tator in the image , an experience echoed in ex'Panded cinema of the 1960 ' s 
and 1970' s. 
One of the most unique mechanical features of this projector-and what 
makes it ideal for sh owing the type of photo-hlms 1 make-is its lack of a shut-
ter , and therefore its constant stream of light instead of flickering now char-
acteristic of anal ogue cinema. U nlike in traditiona l film , in my photo-hlms 
there are no frame separations and therefore no need to rely on flicker fusion 
(or disputed persistence of vision: Image Page I2I) to compensate for inter-
ruptions in the image. Without the shutter , the images are not projected via 
the usual stop - and-go basis and the on-screen movement is not an illusion: 
the projected image directly corresponds to the movement of hlm through the 
gate. By circumventing optical movement, or short- range apparent motion , in 
favour of real motion, 1 juxtapose the stillness of the photographed landscape 
with the physical movement of hlm. The movement of this projection is visible 
in real time, and therefore emphasizes duration of the continued metamor-
phosis of the depicted space. 
What is invaluable about this form of projection is th e tension it crea tes 
between the cinematic image and the viewer 's awareness of the machine as its 
source. ln an attempt to simultaneously draw attention away from the spectacle 
of moving image within the final installation and to nullify my agency as the 
artist-projectionist, 1 decided to forego the more performative aspects of the 
DiaProjection experience and instead automate the machine to respond to the 
viewer rather than the artist. 1 worked with the film technician , René Daigle , to 
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mechanize the projector by pairing it with a motor built from re-appropriated 
optical printer parts. These modifications allowed the photo-fi lm to advance 
on its own and not rely on the projectionist for the man ua! feed of film, there-
fore encouraging an overall experience imposed by the viewer themselves. 
The fourth and final co mponent of the installation explores the role 
of accumulated multi-projection in expanding unitary interpretations of the 
image and its subject . Working under th e assumption that people rarely pho-
tograph munda ne surroundings, I was interested in exploring how the site h as 
been documented and remembered , detached from aesthetics or special events. 
As part of my initi al research I reached out to members of the surround-
ing communities , either through social media or class ifie d advertis ing sites 
(Artfox, Craigsli st, Kijiji, etc.), in an attempt to co ll ect amateur photos of 
the space in its previous incarnations prier to the start of m y documentation. 
However, my general appea l for images received no repli es from th e greater 
public. I believe this lack of response was primarily due to the fact that, asper 
my hypothesis, places of everyday use are only rendered val u able, and there-
fore worth photographing, when threatened with impermanence. Secondari-
ly, I suspect that people were h esitant to volunteer their persona! photos to a 
stranger, and therefore were not inclined to reply to my cali for images. 
As a result, I altered my approach by personally searching through th e 
Archives de Montreal , BAnC collection, as well as numerous train-spotting 
sites and blogs for specifie images of "Outremont train yard" or "gare de ti-
rage Outremont." Subsequen tly, by contacting their owners for permission, 
I was ab le to co ll ect enough images to create a comprehensive overview of the 
s it e starting from as ea rly as 1938. 
The fina l co llection of images included in the installat ion was m ade 
possible through the generous contribution from train enthusiast Michael 
Berry, as weil as the persona! co ll ection of Scott Henderson, whose fam ily 
member was once employed by the Canad ian Pacifie Rail (Images Page I70). 
Additionally included were photographs from var io us anonymou s contribu-
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17-T1+1 7-T2 > P-06-069 + 04-047-34 is 
a site-specifie Installation exploring the 
socio-geographic impact of the construc-
tion o f the future campus of the Univer-
site de M ontreal at th A former site of the 
Canadian Pacifie Rail train yard. 
Through photo-filmic projections, th is 
project documents the physical trans for-
mations of the space and draws attention 
to tho ir social Implications. 
17-T1+17-T2 > P-06-069 + 04-047-34 in-
vestigates how photographie images 
can amptify the oxperience of the pres-
ent, document the memory of 1he past, 
and affect ou r perception of the project-
ed and the projection spaces. 
17-T1 + 17-T2 > P-06·069 + 04-04 7-34 es l 
une installation in si tu qui explore 
l' impacte socio géog raph ique de la con-
struction du futur campu s de l'Université 
de Montréa l sur le site de l'ancienne gare 
de triage du Chemin de fer Canadien 
Pacifique. 
C'est à travers des oroiections 'photo-
filmiques' que ce projet documente les 
transformations physiques du lieu , atti-
rant l' attent ion sur leurs répercussions 
sociales. 
17-Tl+ 17-T2>P-06-069+04-047-34explore 
com ment les images photographiques 
peuvent amplifier notre expérience du 
moment présent, documenter notre mé-
moire du passé et inrluencer not re per-
ception des espaces de projections et 
des espaces projetés. 
AOOITIONAL IMAGES 
DES IMAGES SUPPLEMENTAIRES 
Michael Berry, Scott Henderson collec-
tion, MTLUAB. Erin Weisgerber. Ville de 
Montréal archives. 
VERY SPECIAL THANKS 
UN REMERCIEMENT PARTICULIER 
René Daigle. Peter Flemming, Myriam 
Jacob-AI Iard, Bérengère Marin~Dubuard, 
David Tomas and Erin Weisgerber. 
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tors of MTLBRB , a blog dedicated to tracking changes in Montreal 's urba n 
la ndscape. And las tly, incorporated in th e archiva! dimension of the exh ibi -
tion were manipulated , low resolution screen grabs from 2006 Google Maps 
digita lly assemb led into high quality proj ec table images. 
The m ajority of the co ll ected photographs originated as digital nies , 
which for the purposes of th e insta ll ation , we re converted into slides and pro -
jected u sing Kodak Carousel proj ectors. The eight projectors, each containing 
a single static slide, we re set up around the perimeter of the exhibition space 
and triggered by m o tion se n so r s. As the visitor approached the machines, his 
or her movement nrst activated the still slide projectors , followed by the mov-
ing photo - nlmic proj ection, al! of which remained on as long as there was 
physical movement in the space . In this multi - layered eph emeral environment 
the spectators ' presence and the cast shadows would constantly interfere with 
the projections, therefore inserting themselves into the photographie land -
scape , blurring the boundari es b etween projected image and the architecture 
of the real space . 
The end goal of thi s superimposed multi-proj ection is to curtai l the pre -
rogative of the pre-set n arr a tive of the photo-nlm and to expand the p ercep-
tion of the documented space b eyo nd a ny single frame , single image, or singl e 
sou rce. Through this mu! ti-projection of various historie and photographie 
perspectives, as weil as the superimpositio n of the photographed frames of the 
photo-nlm , the 17.TI+I7.T2 > P -o6-o6g + 04-047-34 install ation explores the 
totali ty of sp ati al perception constructed through accum ula ted fragmentation. 
The overall methods involved in the production and proj ection of the 
install at ion evo ke the nostalgi a assoc iated with analogue photography. Each of 
the photograph ie components of th e exhibition-the camera obscura; the photo-
film ; and the accumulated slides-a re crea ted a nd proj ected using easily com -
prehensible mechanisms. I rely on the audi e nce's understanding, famili arity, 
and sentim ental attachment to the o utdated techno logies as a reminder of the 
co mmun al exp eri e n ce invo lved in a m ateur slide and nlm proj ection , often 
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accompanied by the multiplicity of narratives and the plurality of memories. 
By combining photographie symbols of communal representation with the 
documentation of my persona! experience , the exhibition presents a percep-
t ion of the Un iversité d e Montréal - Outremont construction site reaching 
further intime than any individual , or individual 's, memory. 
Through in terlacing of the space of the projection , the subject of the 
image, and the mechanics of production and proj ection, the 17.TI+I7.T2 > 
P-06-069 + 04-047-34 install at ion documents the me mory of the pas t , expe-
rience of th e present, an d anticipations of the imm inen t futu re of a singular 
p lace . The exhibiti on and the accompanying research is therefore emblematic 
of a bigger shift in values h appening in its surround ing ne ighborhood and 
the city of Montrea l specincally, as we il as urban env ironments more broadly. 
AFTERWORD 
r 1 aking and doing: creative geographies 
Art' expanding field has seen artists con-
scie sly and critically deploying the ski ll sets 
of o her disciplines, whether thi s be the artist 
wor ing as ethnographer, as archivist, or as car-
togr pher, the latter perhaps the most obvious 
artis ic intersection with those practices nor-
mali si tuated within the geographer's ken 
(fos er, 1996, 2002; Phillips, 2004) . S1.1ch carto-
grap ic enactments are . often accompanied by 
idea of 'navigation' and 'exploration.' a11d .are 
va~ 'YS!)' ~oun~ up with .radica l political prac-
tice or modes of critical or suR;YeJ.:siv.~ engag~­
men with place, its !,Tlateriality and transience 
(BÜ- sé, 2004; Cosgrove, 2005 ; Fox, 2007; 
Ha kins, 201 Ob; Kinman and Williams, 
200 ). Fielqwo~.:k bas recently emerged as a 
pop Jar· shâreér practice . A recent special issue 
of P rformance Research celebrated interdisci-
plin ry theorizings of 'fieldworking' as 'a crea-
tive practice and mode of representation but 
a lso s . .. embodied engagement and enquiry' 
(Da ie ls et al., 2010: 1 ). 13 
P rhaps more contenti ous than this artistic 
""" / •; ·"7 ~ ""'_... 
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Progress in Hu man Geo~aphy 3 7 ( 1) 
Q.f-i-v.e.r--a·Ad-Jenes,--W09, Bri-ver-etcrl: 2 002 ; 
Foster and Lorimer, 2007 ; Hawkins an Love-
joy, 2009; Till. 20 1 0; Toli a-Kelly, 2 07b). 14 
More extensive sti ll , though, are geog~Japhers' 
engagements wi th a wider field of crea ti e prac-
ti ces. inc luding cri tical-creative writi g prac-
tices, discussed above, and a suite o visual 
culture methods, videography, photogra hy and 
comic-book development (Garrett, 20 I ji; Mer-
chan t, 20 Il ; Rose , 20 Il ). 15 As 'creati e geo-
gr_aphies ' become increasingly comnljon and 
ever broader in scope, it is timely to re~ec t on 
what these diverse practices offer. Thi is not 
the place in which to conduct a compte~ ensive 
overview, nor, as Krauss ' work makes lear, is 
such an approach necessarily suitable , ~ut art ' s 
expandin g field does offer both con t ~ nt and 1 
interesting context for these practices . \ ._} 
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AFTERWORD 
For ove r h alf a ce ntury, th e V isu al Arts field h as en couraged emphas is 
o n th e art isti c process ra ther than o n the nnish ed obj ect . Howeve r , sorn e re-
sea rch-based di sciplines see m to be pushing for the nearly inverse approach , 
arguing for a more creative documentation of academie nndings. Specin -
ca lly, within the fi eld of "creative geography, " 1 acad emies a r e questio ning the 
traditionally quantita tive m etho d s of exa mining sp atial relati o n s . Although 
m athe m atically accurate, ch a rts and number s fa il to fully convey sentimental 
a ttachm ents to spaces a nd pl aces we inhabit. lnstead , sch o lar s ar e ad opting 
an approach that is d esc riptive m o re th an explanatorl . Ultimately, for m e , 
resea r ch- cr eation allows th e o ppo rtunity fo r open - ended questions , whil e 
academi e resear ch u su ally strives to provide concre te r esults. This conflict 
co ntinuo u sly fu els a d ia logu e th at a i m s to an swer its own qu es ti o n s . 
O ve r the course o f m y maitrise en arts visuels et médiatiques, 1 h ave struggled 
b e twee n th e di choto m y o f arti sti c practi ce and acad e mie r esea rch . As an artist , 
I o f te n fo u nd myse lf quest io ni ng th e value o f cr eat ive work tha t d oes n o t d raw 
d ennite co nclusio n s. A t th e sa m e tim e , d elving into acad emie r esearch m ad e 
m e acu tely awa re o f th e see m ingly innni te sco p e o f topi cs su ch as p erceptio n , 
space and pl ace, m em o ry , a nd n o sta lg ia , in add i ti o n to imm en se hi story a nd 
th e cap abilit ies o f th e ph o tographie process. 
In this mémoire, in stead of a i mi ng fo r unques tionable truths , I provide 
the r ead er - viewer with a co llecti o n o f inform ation-elu es whi ch h ave guid -
ed my thought pro cess . Th e resea rch o utlin ed h er e and the acco mpan ying 
17. T I+ I7. T2 > P - 0 6- 0 69 + 04 - 0 47 - 3 4 exhibiti o n is at the sam e time p er -
so n a! but d etached , sentim ental whil e o bj ective , and , m os t impo rtantly, a ims 
to pro p ose ques ti o n s r ath e r th a n an swer . 
r Geograpi]y and A ri, An Expanding Field: Site , the Bocjy and Practice H awkins, H. In : Progress in Hu -
man G eography. 37, !, p . 52 - 71. 2013 
2 (Re)enchantinggeograpi]y? Th e nature of being critical and the character of critique in hu man geograpl]y 
Woo dyer ,T.; G eoghegan, H . ln: Progress in H um an Geogr aphy, 2013, Vol. 37(2), pp .195-2 I4 
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2 
Ali art may be treated as a mode of proof, an assertion of accu-
racy in the spirit of maxi~um vehemence. Any work of art may be 
seen as an attempt to be indisputable with respect to the actions it 
represents. 
3 ' 
Proof differs from analysis. Proof establishes that something hap-
pened. Analysis shows why it happened. Proof is a mode of 
argument that is, by definition, complete; but the priee of its com-
pleteness is that proof is always formai. Only what is already con-
taîned in the beginning is proven at the end. In analysis, however, 
there are always further angles of understanding, new realms of 
causality. Analysis is substantive. Analysis is a mode of argument 
that is, by definition, always incomplete; it is, properly speaking, in-
terminable. 
The e~tent to which a given work of art is designed as a mode of 
proof is, of course, a matter of proportion. Surely, sorne works of 
art. are more directed toward proof, more based on considerations 
of form, than others. But still, I should argue, all art tends toward 
the formai, toward a completeness that must be forma! rather than 
substantive-endings that exhibit grace and design, and only sec-
ondarily convince in terms of psychological motives or social forces. 
{Think of the barely credible but immensely satisfying endings of 
most of Shakespeare's plays, particularly the comedies.) In great 
art, it is form-{)r, as I call it here, the desire to prove rather than 
the desire to analyze-that is ultimately sovereign. It is form that 
allows one to terminate. 
4 
An art concerned with proof is forma] in two senses. Its subject 
is the form (above and beyond the matter) of events, and the 
forms (above and beyond the matter) of consciousness. Its means 
are forma!; that is, they include a conspicuous element of design 
(symmetry, repetition, inversion, doubling, etc.). This can be true 
even when the work is so ]aden with "content" that it virtually pro-
daims itself as didactic-like Dante's Divine Comedy. 
78 Exp1nded Clneml 
~The new artist, like the new scientist, does not "wrest order 
out of chaos.~ Both realize that supreme order lies in nature and 
traditionally we have only made chaos out of it. The new artist and 
the new scientist recognize that chaos is order on another leveL and 
they set about to find the rules of structuring by which nah1re has 
achieved it. That's why the scientist has abandoned absolutes and 
the filmmaker has abandoncd montage. 
Herbert Re ad : "Art never has been an attempt to grasp reality as 
a whole-that is beyond our human capacity; it was never even an 
attempt to represent the totality of appearances; but rather it has 
been the piecemeal recognition and patient fixation of what is sig-
nifkant in human experience."3 We're beginning to understand that 
"what is significant in human experience" for contemporary man is 
the awareness of consciousness, the recognition of the process of 
perception. 
::,. .... ·.:-:=·1-:'·'1;'":""•1 
4 
3 Read, op. cit., p. 18. 
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VILLE DE MONTRÉAL 
RÈGLEMENT 
04-047-34 
RÈGLEMENT MODIFIANT LE PLAN D'URBANISME DE LA VILLE DE 
MONTRÉAL (04-047) 
Vu l' art icle 109 de la Loi sur l' aménagement et l' urbanisme (L.R.Q. , chap itre A- 19. 1 ); 
À la séance du 21 février 20 Il , le consei l de la Ville décrète: 
1. La carte 2.4.1 intitulée « Schéma des secteurs d ' emploi » de la partie 1 du Plan 
d ' urbanisme de la Ville de Montréal (04-047) est modifiée par le remplacement de la partie 
de cette carte correspondant au territoire illustré en an nexe 1 par le document joint au 
présent règlement en annexe 1. 
2. L'illustration 2.4. 1 intitulée « Les secteurs d'affaires et de commerce à densifier en 
relation avec la création de nouveaux corridors de transport collectif » de la partie 1 de ce 
plan est remplacée par celle jointe au présent règlement en annexe 2. 
3. L' illustration 2.4.2 intitulée « Les secteu rs d'emplois à réaménager en relation avec des 
interventions structurantes sur le réseau routier » de la partie 1 de ce plan est remplacée par 
celle jointe au présent règlement en annexe 3. 
4. L' illustration 2.4.3 intitulée « Les grands sites industriels désaffectés à mettre en valeur 
à des fins d'emplois » de la partie I de ce plan est remplacée par ce ll e jointe au présent 
règlement en annexe 4. 
5. L'illustration 2.4.4 intitulée « Les secteurs propices à une transformation à des fins 
d'activités mixtes » de la partie 1 de ce plan est remplacée par ce lle jointe au présent 
règlement en annexe 5. 
6. La carte 2.5.1 intitulée « Les parcs et les espaces verts » de la partie I de ce plan est 
modifiée par le remplacement de la partie de cette carte correspondant au territoire illustré 
en annexe 6 par le document joint au présent règlement en annexe 6. 
7. La carte 3. 1.1 intitulée « L' affectation du sol » de la partie 1 de ce plan est modifiée par 
le remplacement de la partie de cette ca11e correspondant au territoire illustré en annexe 7 
par le document joint au présent règlement en annexe 7. 
8. La carte inti tulée « Synthèse des orientations pan-montréalaises » du chapitre 17 de la 
partie Il de ce plan concernant l'arrondissement Outremont est remplacée par celle jointe au 
présent règlement en annexe 8. 
04-04 7-34/ 1 
9. La carte 3. 1.2 intitulée « La densité de constructi on » de la partie 1 de ce plan est 
modifi ee parie remplacement de ia partie de cene carte correspondant au territo ire iliustre 
en annexe 9 par le document joint au présent règlement en annexe 9. 
10. Le chapi tre 17 de la partie li de ce plan concernant l' arrondissement Outremont est 
modifié par : 
1° le remplacement des caractéristiques de densité de construction du secteur à 
transformer ou à construi re 17-T1 par les caractéri stiques sui vantes: 
« Bâti de deux à huit étages hors so l; 
Taux d' implantation au so l moyen ou élevé; 
C.O.S . minimal : 0,5; 
C.O.S. max imal : 4,0. »; 
2° le remplacement des caractéri stiques de densi té de construction du secteur à 
transformer ou à construire 17-T2 par les ca ractéristiques sui vantes: 
« Bâti de deux à hu it étages hors so l; 
Taux d' implantati on au so l moyen ou élevé; 
C.O .S. minimal : 0,5; 
C.O.S . max imal : 5,0. ». 
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VILLE DE MONTRÉAL 
RÈGLEMENT 
06-069 
RÈGLEMENT SUR LA CONSTRUCTION, LA TRANSFORMATION ET 
L'OCCUPATION D' IMMEUBLES SITUÉS SUR L'EMPLACEMENT DÉLIMITÉ 
PAR LA LIMITE NORD DE L'ARRONDISSEMENT D'OUTREMONT, LA RUE 
HUTCHISON À L'EST, L'AVENUE DUCHARME AU SUD ET À L'OUEST PAR 
UNE PORTION DE L'A VENUE MCEACHRAN, DE L'AVENUE DU MANOIR 
AINSI QUE DE L'A VENUE ROCKLAND (06-069) 
Vu l' artic le 89 de la Charte de la Ville de Montréal (L.R.Q., chap itre C-1 1.4); 
À l' assemb lée du 21 février 20 Il , le conse il de la Ville de Montréal décrète: 
CHAPITRE 1 
TERRITO 1RE D'A PPLI CA TI ON 
1. Le présent règlement s' app lique au territoire délimité au plan de l' annexe A intitulé 
« Territo ire d' app lication », lequel territoire est divisé en zones . Toute référence à une zo ne 
dans le présent règlement correspond aux zones identifiées à l' annexe A. 
CHAPITRE II 
AUTORISATION 
2. Malgré le Règlement 1177 sur Je zonage de l'arrond issement d 'Outremont applicable au 
territoire décrit à l' artic le 1, le Règlement 1176 sur les permis et certificats, le Règlement 
1 178 sur la construction, le Règlement 1179 sur le lotissement et le Règlement 1 189 sur les 
Plans d' implantat ion et d'intégration architecturale (P li A), une opération cadastrale, la 
construction, la transformation et l' occupation des bâtiments ainsi que, le cas échéant, les 
travaux relatifs aux infrastructures nécessaires à la réalisation d' un projet sont autorisés aux 
conditions prévues au présent règlement. 
3. À ces fins , et dans la mesure des dispositions prévues au présent règ lement, i 1 est permis 
notamment de déroger aux articles su ivants : 
1° artic les 1.9 , 2.4, 2.5 , 7.12, 7.13.2, 7.14, 9.5 , 9.6, 10.3 , 10.4, 12.4.3, et 12.5 du 
Règlement 1 177 sur le zonage; 
2° atiic le 2.3 du Règlement 1 176 sur les permis et certificats; 
3° atiicl es 3.6 et 6.6 du Règlement 1178 sur la construction; 
4° artic les 6.2 et 6.3 du Règlement 11 79 sur le lotissement; 
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5° articles 4.1.2, 4.6.4, et 4 .7.6 du Règlement 1189 sur les Plans d' implantation et 
d' intégration architecturaie (P iiA). 
4. Toute autre disposition rég lementaire non incompatible avec celles prévues au présent 
règlement s'applique. 
CHAPITRE III 
CONDITIONS 
SECTION I 
CONDITIONS GÉNÉRALES 
5. Sous réserve des notes à l'annexe A « Territoire d' application », les limites des zo nes 
coïncident avec la 1 igne médiane des rues, des ruelles, des 1 ignes de lots cadastraux, ou 
leurs prolongements, et les limites du territoire d'application. 
6. Les dispositions relatives aux usages autorisés , au groupement autori sé, au coefficient 
d'occupation du so l (C.O .S.) minimum et maximum, au pourcentage d' occupation du so l 
maximum, au pourcentage de surface végétale minimum, à la hauteur des bâtiments en 
mètres et en niveau minimum et maximum de même que les conditions spéc ifiques 
applicables aux usages, hauteurs, marges latérales et cours arrière sont identifi ées pour 
chacune des zo nes composant le territoire d'applicat ion à l'annexe B qui regro upe les 
« Grilles des usages et des normes » et à 1' annexe C « Gri Ile de rues et de passages 
piétonniers et cyc lab les ». 
7. Les usages du groupe communautaire de catégorie Ill comprennent les établi ssements 
d'enseignement et de santé, les centres de recherche et les garderi es. 
8. Une résidence étudiante est considérée com me un usage du groupe habitat ion de 
catégorie V « habitati ons collectives » et un tel usage peut avo ir des cu isines indi viduell es 
ou collectives. 
9. Le calcul du pourcentage d'occupation au so l doi t tenir compte exc lusivement de toute 
pa1iie du bâtiment principal et de tout bâtiment accessoire excédant le dessus du niveau du 
so l. 
10. Le coefficient d'occupation du so l (C.O.S.) est le rapport entre la superficie de plancher 
utile autorisée par rapport à la superficie de terrain. Le ca lcul de la superficie totale de 
plancher utile exc lut la superficie de plancher en souterrain ou sous le ni veau du rez-de-
chaussée des bâti ments consacrés au stationnement, aux espaces d'entreposage et à des fins 
de mécanique ainsi que les constructions hors-toit abritant les insta ll at ions mécaniques, les 
ascenseurs et les esca liers. 
i 1. Lts marges u~ ft;(.; Ul 
ci -après : 
1 
llllllllll ê:I I C:O. app li cables aux bâtinïents 
1° aven ue Atlantic : 5 m du côté nord et 0 m du côté sud ; 
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Sû iït 
2° chemin Bates: 6,5 m entre l'avenue Rockland et l' avenue Davaar côté nord et 4 m 
entre l'avenue Rockland et l'avenue McEachran côté sud ; 
3° rue Beaubien : 0 m; 
4° avenue Champagneur : 2 m entre l' avenue Ducharme et l'axe central; 
5° avenue Davaa r : 3 m; 
6° avenue Doll ard : 3 m; 
7° avenue Ducharme : 3 m; 
8° avenue du Manoir : 2 m; 
9° avenue Durocher : 3 m du côté ouest et 0 m du côté est; 
l0° rue Hu tchi son: 0 m; 
1 1 ° avenue Man seau : 
a) avenue Manseau : 0 m côté nord entre les avenues Wi seman et d'Outremont; 
b) prolongement de l'avenue Manseau : 4 m côté nord entre les avenues 
Champagneur et Querbes; 
12° avenue McEachran : 3 m; 
l3° ave nue d' Outremont: 0 m du côté ouest et 3 m du côté est; 
14° ave nue Rockland : 5,5 m entre 1 'avenue du Manoir et le chemin Bates, et 6 m au 
nord du chemin Bates; 
1 5° avenue Stuart : 3 m; 
l6°avenue Wiseman : 6 m du côté ouest entre l'avenue Ducharme et la ruelle mixte au 
nord de la zo ne PA-20, 0 m côté est entre l'avenue Ducharme et la limite nord de la 
zone RB-1 9, et 4 m côté est au nord de la zone RB-1 9 jusqu 'à la ruell e mi xte; 
l7° axe central, tel qu ' il est identi fié à l'annexe C « Grill e de rues et de passages 
piétonniers et cyc lables » : 23 m côté nord et 4 m côté sud, entre les avenues 
McEachran et Champagneur, et 6,5 m côté nord et 4 m côté sud, entre l' avenue 
Champagneur et la rue Hutchison; 
l8° vo ie de service de la nouvelle cour de vo irie, telle qu ' elle est identifi ée à l' annexe 
C « Grille de rues et de passages piétonniers et cyc lables»: 5 m du côté sud. 
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12. Pour ies fins d' application du présent règ lement, les di spos itions sui vantes s"appli4uenl 
en matière de stati onnement : 
1° le nombre de cases de stationnement pour automobile requi s dans le territoire 
d' application pour les usages du groupe communautaire de catégorie Ill a insi que du 
groupe habitation de catégorie V est, au minimum, de 1 case de stationnement par 
300 m2 de superfi cie de plancher utile ou fraction de cette superfi cie et, au 
maximum, de 1 case de stationnement par 250 m2 de superficie de plancher util e ou 
fraction de cette superfi cie, sans excéder un maximum de 400 cases; 
2° le nombre de cases de stationnement pour automobile aménagées pour les usages du 
groupe communautaire de catégo rie Ill ainsi que du groupe habitati on de catégorie 
V et utili sable à des fin s de stati onnement pour automobile ne peut excéder le 
nombre maximum de cases autorisé par le présent règ lement. Lors de la péri ode 
transitoire entre l'aménagement des cases de stati onnement et leur utili sati on à des 
fin s de stati onnement pour automobile, 1 ' espace prévu pour du stati onnement pour 
automobile peut être utili sé à des fin s de stationnement pour bicyc lettes; 
3° le nombre de cases de stati onnement pour automobile requi s dans le terntotre 
d' application pour les usages du groupe habitati on de catégories II , Ill et IV est au 
minimum et au maximum de 0,75 case de stati onnement par logement; 
4° le nombre de cases de stati onnement pour automobile requi s dans le secteur 
d' application pour les usages du groupe commerce est, au minimum et au 
maximum, de 1 case de stationnement par 300 m2 de superfici e de plancher util e ou 
fraction de cette superfi cie; 
5° les cases de stati onnement pour automobile requi ses dans le territo ire d'application, 
à l' exception de cell es requi ses dans les zones PA- 19, PB-35, PB-36 et PB-37, 
doivent être prévues en so uterrain ou sous le ni veau du rez-de-chaussée des 
bâtiments; 
6° les cases de stati onnement pour automobile requi ses pour les zones PB-28, PB-29, 
PB-30, PB-31, PB-32 et PB-33 peuvent être aménagées à une di stance d 'au plus 
200 m des bâtiments, dans le territoire d 'applicati on du présent règlement; 
7° pour un usage d ' un groupe communautaire, le nombre minimal d 'espaces de 
stat ionnement pour vé lo qui do it être prévu est de 5 unités mini mum plus 1 uni té par 
400 m2 de superficie de plancher. Ils doivent être localisés dans la même zone que 
l' usage qu ' il s desservent, mais pas nécessa irement sur le même terra in . Pour tous les 
usages, au moins 30 % des espaces de stati onnement pour vélo doivent être loca li sés 
à l' intéri eur des bâtiments. 
13. Lorsque le nombre d ' uni tés de stationnement pour automobiles requi s correspond à un 
nombre fractionnaire, le nombre d' unités est arrondi au nombre entier le plus près. Un 
nombre fractionnaire comprenant une demie est arrondi au nombre enti er supéri eur. 
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14. Aucun accès véhi culaire aux terra ins n'est auto ri sé sur l' avenue Rockland, sur le 
chemin Bates et sur l'axe centra l, sauf pour la rue privée (uni vers ité) dans le prolongement 
de l' avenue d 'Outremont, tel qu 'i l est indiqué à l' annexe C « Grille de rues et de passages 
piétonniers et cyclables ». 
15. Dans les zo nes PB-28 à PB-34, les passages piétonniers identifiés à l'annexe C « Grille 
de ru es et de passages piétonniers et cyc lab les » doivent être aménagés sur une largeur 
minimale de 6 m. 
16. Les esca li ers donnant accès à tout autre plancher hors-so l que le rez-de-chaussée 
doivent être situés à l' intérieur des murs sauf s'i ls sont dans une cour non visib le d 'une vo ie 
publique, d'une ruelle ou d'un passage piétonnier. 
17. Lorsqu ' il s sont installés à l' extérieur d'un bâtiment, les thermopompes, apparei ls de 
climatisat ion et autres appare il s mécaniques ne peuvent être autori sés que sur le toit d' un 
bât iment et ne doivent pas être vis ibles d ' une vo ie publique. Ces appare il s doivent être 
entou rés d ' un écran acoust ique composé, se lon le cas, d' une construction ou d' un 
aménagement paysager dont la superficie et 1 'agencement atténuent le bruit et son impact 
sur l' environnement adjacent conformément aux dispositions des règlements 1 177 sur le 
zonage et A0-21 sur le bruit de 1 ' arrondissement d' Outremont. 
18. Dans les zones RC-20, RC-26, C- 12 et PB-28 à PB-36 l'aménagement d 'un talus 
végéta l le long de l' empri se ferroviaire du Canadien Pacifique doi t avo ir les caractéristiques 
su ivantes : 
1° le talus doit être composé de deux types de plantation : un couvert arbustif et un 
couvert arborescent. Le couvert arborescent doit comprendre au moins 25 % de 
conifères; 
2° une clôture d'une hauteur minimale de 1,80 m doit être install ée en bordure de la 
ligne d'empri se de la vo ie fe rrée et un éclairage sécuritaire ori enté vers le sol doit 
être prévu du côté des rues et passages piétonniers et cyclables situés à proximité; 
3° un éc ran végétal composé, par exemple, de Salix viminalis, saule à coUiie tige, d'une 
hauteur minimale de 2 m, est requis au sommet du talus. 
19. Pour l'ensemble du territoire d'app lication, les réseaux d'alimentation énergétique et de 
communication doivent être en souterrain . 
20. Toute opération cadastrale qui ne concorde pas avec le plan de l'annexe C « Grille de 
rues et de passages piétonniers et cyclables » et à la largeur minimale de l' empri se indiquée 
ci -après, est prohibée: 
] 0 24 m pour le prolongement du chem in Batesjusqu 'à l' avenue McEachran; 
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2° 24 m pour l'avenue d ' Outremont, 12 m pour l'avenue Wiseman, 13,5 m pour 
i ' avenue Man seau entre ies avenues Champagneur et Q uerbes, et 20 m pour 
chacune des autres avenues projetées; 
3° 28 ,9 m pour l'axe centra l; 
4° 12 m pour l' avenue du Manoir entre les avenues Rockl and et McEachran; 
5° 9 m pour la ruelle mixte entre les avenues McEachran et Do ll ard et 6 m entre les 
avenues Dollard et Wiseman; 
6° 6 m pour les autres ruelles, le cas échéa nt; 
7° 15 ,5 m pour la voie de service de la cour de vo iri e . 
21. Toute demande de permis de construction pour 1 'érect ion d ' un bâtiment ou la 
modification de l' apparence extérieure d ' un bâtiment, pour l' érecti on ou la mod ification 
d ' une antenne ainsi que pour 1' install ati on o u la mod ification d'une ense igne extérieure 
dans le territoire d ' application doit faire l' obj et d ' une approbation préalable confo rme au 
Règ lement 1189 sur les Plans d ' implantati on et d ' intégrati on architectura le (PliA). Les 
documents exigés en vertu de l'article 4.2 de ce règleme nt doivent comprendre 
minimalement un plan indiquant l'emplacement proj eté des bât iments a ins i que les cases de 
stati onnement requises pour l' ensemble de la zone fa isant l' objet de la demande. 
22. Un permi s de construction ne peut être accordé dans les zones PB-28 à PB-35 , RC-20 à 
RC-26, à moins que les conditions sui vantes ne so ient respectées: 
1° sauf pour les zones PB-28 à PB-35 où plus d'un bâtiment peut être é rigé sur un 
même lot distinct s i les usages qui y sont exercés sont du gro upe com munautaire de 
catégorie Il 1 ou habi tation de catégorie V, la construction d ' un seul bâtiment 
principal par lot di st inct sur les pl ans offic ie ls du cadastre est autorisée ; 
2° le terra in sur lequel do it être é rigée la construction projetée doit être adjacent à une 
rue publique ou privée, incluant un passage piétonnier et cyc lable; 
3° le requérant doit soumettre, pour approbation, un pl an d ' implantation à l'éche lle de 
tous les bâti ments, y compris ceux qui ne fo nt pas l' objet de la demande de permis 
de construction, a insi que la loca li sation des cases de stat ionnement projetée sur 
l'ensemble de la zone v isée par la demande. Ce plan doit respecte r toutes les normes 
prescrites notamment en termes d ' implantation et de densité pour la zone, de même 
que de nombre de cases de stationnement à fo urnir. Pour la dé li vra nce du perm is de 
construction relatif à chaque bâtiment, il ne sera pri s en compte que le pourcentage 
d'occupation au so l et le nombre de cases de stat ionnement total déterminé au plan 
de la zûne ainsi appïûuvé. Ce plan lie :e ïeqü .{ ïant '"" t s s ayaiîtS droits ct sert de 
référence pour la construct ion dans chaque zone et toute demande de permis doit s 'y 
conformer; 
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4° les plans, élévations, détails et matériaux soumi s pour l'obtention du permis de 
construction doivent être conformes à l' autor isation accordée par le conseil de 
l' arrond issement d' Outremont dans le cad re du Règlement 1189 relatif aux Plans 
d ' implantation et d'intégration arch itecturale (P liA) et seul s les travaux autorisés 
par le permis peuvent être réalisés; 
5° les droits ex ig ibles doivent être payés. 
SECTION II 
COND ITION S APPLICABLES AU SECTEUR 1 
23. Le secteur 1 identifi é à l' annexe D « Secteurs d' app lication » visé par les critères 
d' implantat ion et d' intégration architectu rale concerne particulièrement le territoire prévu 
pour le campus Outremont de l'Université de Montréal , inc luant la relocali sation des axes 
de transport fe rroviaire et la cour de vo iri e de l'arrond issement d'Outremont. 
24. Dans les zones PB-28 à PB-35, au moins 60 % de la superficie d' une façade doit être 
implantée à la marge de recul minimale app licab le. 
Le premier a linéa ne s' applique pas à la superfic ie de la part ie d'une façade excédant 6 
étages. 
25. Les bâtiments doivent présenter les caractérist iques sui vantes : 
1 o la hauteur plancher-plafond du rez-de-chaussée doit être de 5 rn minimum; 
2° le couronnement doit avoir un minimum de l rn de recul par rapport au corps du 
bâtiment sur 80 % de la la rgeu r de la façade donnant sur le domaine public; 
3° au moins 80 % de la superfic ie du mur du rez-de-chaussée donnant sur le domaine 
public doit être fenestrée; 
4° chacun des bâtiments doit comporter plus d' une porte d'accès; 
5° un dégagement éq ui va lant à au moins un étage au-dessus du niveau du so l est requis 
sous les passerelles entre les pavillons; 
6° aucune entrée de garage et emplacement de chargement et de déchargement, aucun 
dénivellement du terra in ou dispositif de soutènement et aucun élément mécanique 
ne sont permi s sur les façades donnant sur l' axe central; 
7° le ni veau du rez-de-chaussée ne doit pas être à plus de rn au-dessus du niveau de 
la chaussée; 
8° l'ensemble des bâtiments doit être composé d' un assemblage d' un ou de plusieurs 
des maté ri aux sui vants : verre, ac ier, pierre naturelle et brique. 
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26. Les marges de recul et cours avant des bâtiments occupés par des rés idences étudi antes 
àoivem avoir un couvert végérai sur pius àe 50 % àe ieur surface . 
27. Dans les zones PB-28 à PB-35 , les marges latérales des bâtiments doivent être tra itées 
avec un couvert mi xte (végétal et minéra l) et permettre l'aménagement des passages 
piétonniers. 
28. L'aménagement d ' une plantation d'arbres à gros calibre, d'un diamètre minimal de 
70 mm mesuré à 1,5 m du so l, est requi s longeant la limite nord de l' axe centra l. La 
plantation doit comporter au mo ins un arbre à tous les 8 rn linéa ires de terrain bordant la 
voie publique. 
29. Le nombre d ' emplacements de chargement et de déchargement requi s pour les usages 
du groupe communautaire de catégorie Ill est, au minimum, de 2 pour une superficie de 
plancher utile de 5 001 m2 et plus par zo ne. Il s doivent être s itués à l' intérieur des 
bâtiments. 
30. L'accès véhicu la ire au campus, d'où l'on pourra rej oindre les entrées de garage et les 
accès aux emplacements de chargement et de déchargement, doit se faire , pour les zones 
PB-28 à PB-33, par le bia is de la ru e pri vée (Université), pour la zo ne PB-34, par la voie de 
service de la cour de voirie et pour la zo ne PB-35 , par l'avenue Durocher au sud du 
prolongement de la rue Beaubien, te lles qu ' elles sont indiquées à l'annexe C « Grille de 
rues et de passages piétonniers et cyclables». Un seul accès sur rue est permis pour chaq ue 
ensemble d 'emplacements de chargement et de déchargement. 
Pour les zones PB-28 à PB-33 , une seule entrée de garage et deux accès aux ensemb les 
d ' emplacements de chargement et de déchargement sont autor isés. 1 ls doivent être loca li sés 
sur la façade nord des bâtiments s itués dans les zones PB-28 à PB-3 1. 
Pour les zones PB-34 et PB-35, une seul e entrée de garage et un seul accès à l'ensemble 
d'emplacements de chargement et de déchargement pour chacune des zones sont autori sés. 
Tous ces accès et entrées doivent être s itués à une distance minimale de 10 rn des passages 
piétonniers et cyclables indiqués à l' annexe C - Gri lle de rues et de passages piétonniers et 
cyclab les. 
Un côté de la rue privée (U ni versité) doi t être pourvu de trottoirs et une plantation d'arbres, 
comportant au moins un arbre à tous les 8 m linéaires, et des lampadaires doivent y être 
prévus. 
31. Dans la zone PB-36, la façade du bâtiment longeant la limite sud doit être fenes trée sur 
au moins 60 %de sa superficie. 
Dans cette zone, aucune c lôture n'est autori sée devant une façade longeant la limite entre la 
zone PB-36 et la zone PB-34 ni à une di stance de moins de 5 m de cette limite. 
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32. Dans la zone PB-36, les bâtiments seconda ires ne do ivent pas être v is ibl es de l'axe 
centra l. 
33. Les aménagements compl émenta ires dans le secteur 1 do ivent respecter les conditions 
sui vantes : 
1° dans les passages pi étonniers et cyclabl es s itués dans le pro longement des avenues 
nord-sud , la plantati on po ursuit ce ll e ex istante sur les avenues de l' arrondi ssement 
d ' Outremont au sud de l'axe centra l, te l qu ' il est illustré à l'annexe C « Grill e de 
rues et de passages piétonnie rs et cyc labl es »; 
2° dans l'axe de l'avenue W iseman, le mail pr inc ipa l du ca mpu s do it être encadré pa r 
une pl antation d 'arbres à g rand ramage. 
34. Dans les zones PB-28 à PB-32, la rétenti on des eaux do it se fa ire in situ. 
CHAPITRE IV 
OBJ ECTIFS ET C RITÈRES D' IMPLANTATION ET D' IN T ÉGRATION 
A RCHITECT URAL E 
SECTION 1 
OBJ ECTI FS ET C RI TÈRES G ÉNÉRAUX 
35. Les obj ectifs g lobaux poursui vis dans le territo ire d ' appli cati on sont les sui vants : 
1° réhabiliter un secteur urba in loca lisé stratég iquement au cœur de Montréa l et dont 
les activ ités passées ont généré des nui sances importantes au milieu urbain et à 
l'environnement; 
2° constitue r un mili eu de vie multifoncti onne l exceptionne l intégrant le campus 
universita ire, les rés idences étudi antes, les logements privés, les commerces 
primaires et un réseau d 'espaces verts re li és aux axes de transport co llectif, actif et 
véhi cul a ire a insi qu'à la trame urba ine outremonta ise et montréa la ise; 
3° offrir un ensembl e univers itai re cohérent, exempla ire, responsable et ouvert à 
l'ensemble de la communauté, qui so it un modèle de développement durable et qui 
suscite des échanges et le rayonnement du savo ir; 
4° affirm er le cœur du campus a utour de la pl ace centra le (zone PA-2 1 ), dans l'axe des 
li ens par transport co llecti f (métro et tra in) et actif (pi étons et cyc li stes) , so it entre 
les avenues Stuart et d ' Outremont; 
5° assurer la mi se en place d ' un mili eu de vie de qua lité pour les étudiants, les 
che rcheurs, les rés idants et les uti 1 isateurs de ce nouveau secteur urba in par la 
provi sion d ' un réseau de parcs et d ' espaces publics substanti e l bi en aménagé a ins i 
que par la constructi on du patrimo ine de dema in ; 
06-069/9 
6° reti sser la trame urbaine outremontaise en favo ri sant 1' intégrati on au paysage du 
prolongement des avenues McEachran, Do liard, tuart, Wiseman, d ' Outremont, 
Champagneur et Querbes au geste de planification de l'axe centra l de mani ère à 
reti sser la trame urbaine montréa laise et à constituer un réseau intégré de transport 
véhiculaire, pi étonnier et cyc lable aux axes structu ra nts de transport co ll ectif; 
7° favo ri ser des axes c iviques manifestes par la créa tion de liens nord-sud entre le 
milieu bâti d ' Outremont, le campus et le milieu bâti au nord de l' empri se de la vo ie 
ferrée (lien piétons/cycli stes entre la station de métro Outremont, la future gare et la 
station de métro Acadie, lien piétons/cycli stes dans le prolongement de l' avenue De 
L'Épée, lien piétons/cyclistes dans le prolongement de l' avenue Atl ant ic et lien 
piétons/cyc li stes dans l' axe de l' avenue Rockl and), de même qu ' un li en est-ouest 
entre le campus et le secteur de l' avenue Du Parc; 
8° assurer une foncti onnalité des déplacements dans ce secteur urba in en favo ri sant les 
déplacements par transport co llectif, en assurant la mise en place d ' un réseau routier 
effi cace et en favor isant les déplacements alternatifs à la vo iture, notamment en 
augmentant le confo rt et le sent iment de sécurité des piétons et des cyc listes; 
9° reconfigurer les axes de transport et pl anifi er les occupati ons et aménagements aux 
abords pour rédui re l'impact des nui sances en périphérie des axes de transpo rt 
fe rrov iai re; 
1 0° favo riser les déplacements alternati fs à la vo iture en augmenta nt le confort et le 
sentiment de sécurité des piétons et des cyc li stes . 
SECTION II 
OBJ ECTIFS ET CRITÈRES APPLI CA BLES AU SECTEU R 1 
36. Les princ ipaux objecti fs poursui vis dans le secteur 1 sont les sui va nts : 
1° constituer principalement un mili eu de vie uni versita ire exceptionnel, ouvert à 
l'ensemble de la communauté, qu i susc ite des échanges et le rayo nnement du savo ir; 
2° offrir un ensemble uni ve rsita ire cohérent révé lant l' identi té du campus; 
3° affi rmer le cœur du campus autour de la place centra le (zone PA-2 1 ), entre les 
avenues Stuart et Wiseman/ d 'Outremont; 
4° poursui vre la trame urbaine outremonta ise par le prolongement, en passages piétons 
ou en vo ies publiques, des avenues McEachran, Doll ard , Stuart, Wiseman, 
d 'Outremont, Champagneur, Querbes, Atlanti c, Rockland, Bates et Manseau, tel 
qu ' il est illustré à l' annexe C « Grille de rues et passages piétonniers et cyclables », 
lu u l t: IJ a J aptan t ks L.O II e S dù 1i0I"d à la configurat ion ferïüv ia ire - t r- tisser lâ trâme 
urbaine montréa la ise par la plani ficat ion de l' axe centra l vers le secteur At lant ic; 
06-069/ 10 
5° créer un axe civique mani fes te qui établit un li en nord-sud entre l'arrondi ssement 
d 'Outremont, le campus et le nord de l'empri se de la vo ie ferrée (fu ture gare de train 
et stati on de métro Acadie) dans le prolongement de l' avenue d 'Outremont vers 
l'axe du boul evard de l'Acadie; 
6° ass urer la convivia li té et la sécurité des pietons en fourni ssant un tro ttoir d' une 
largeur suffi sante qui longe un des deux côtés de la rue privée (Université); 
7° maintenir l'empri se fe rrov iaire du Canadien Pac ifique tout en réduisant l'impact des 
nui sances fe rrov iaires en périphéri e; 
8° ass urer la bonne intégration des bâtiments de la cour de voiri e et de la zone C-1 2 
visibles de l'axe centra l. 
37. Les critères relati fs à l' implantati on des bâtiments dans le secteur 1 sont les sui vants: 
l 0 prévo ir un dégagement devant les bâtiments au nord de l'axe central pour 
l'aménagement d' un espace libre de toutes constructions afin de servir de parvis à 
ces bâtiments; 
2° l' implantati on des bâtiments doit favo ri ser l' encadrement et l'enso leillement des 
espaces extérieurs incluant les rues, les passages piétons/cyclables, les cours et les 
jardin s; 
3° le parvis, un es pace linéa ire d'une largeur approx imative de 23 m longeant le côté 
nord de l'axe central, entre les avenues McEachran et Champagneur, et entrecoupé 
par des passages piétonniers pro longeant les avenues nord-sud , Dollard, Stuart, 
Wiseman et Champagneur ainsi que par des passages véhiculaires dans le 
prolongement des empri ses des avenues McEachran et d' Outremont, doit favoriser 
les déplacements fluid es depuis les limites du domaine public; 
4° prévo ir des modulati ons dans l' alignement de construction, dans la compos ition 
ainsi que dans l'express ion architecturale et le choix des matériaux; 
5° l' implantati on des bâtiments de chaque côté des passages piétonniers poursui vant 
l'empri se des avenues nord-sud au nord de l'axe central, tel qu ' il est illustré à 
l'annexe C « Grille de rues et de passages piétonni ers et cyc lables», doit tendre à 
prolonger le bâti ex istant sur ces avenues au sud de l' axe central; 
6° dans les zo nes PB-30 et PB-3 1, le passage piétonnier et cyclable doit s'é largir vers 
le nord pour rejoindre la trame urbaine au nord de l'avenue Beaumont; 
7° dans les zones PB-28 à PB-35 , l'aménagement des marges de recul des bâtiments 
doit fa ci 1 iter 1 'ouverture et le contact entre 1' intéri eur et 1 'extéri eur en assurant une 
continuité du niveau de so l; 
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8° du côté est de l' avenue Durocher jusqu 'à la limite est du territoire d' applicat ion, 
1' implantation des bâtiments doit être évaluée dans la perspective de la création 
d' une terminai son de l'axe central vers l'est, tout en considérant les poss ib ilités 
d' une poursuite éventuell e de cet axe plus à l' est; 
9° dans la zone C-1 2, 1' implantati on de nouveaux bâtiments doit tenir compte de la 
poss ibilité de prolongement de l' axe central vers l'est, en respectant son caractère 
prédominant. 
38. Les critères relati fs aux perspectives visuell es dans le secteur 1 sont les sui va nts : 
1 o l' alignement des bâtiments doit tendre à maintenir les perspecti ves visuell es dans 
l'axe des rues nord-sud ; 
2° vers le nord , la poursuite des percées visuelles des vo ies nord-sud do it tendre à 
aboutir sur des éléments signalét iques tels des œuvres d'a rt, mobil iers urbains ou 
plantati ons. 
39. Les critères relati fs au cadre bâti dans le secteur 1 sont les sui vants: 
1 o dans les zones PB-28 à PB-34, afin de ne pas imposer une trop grande di ffé rence de 
hauteur entre les bâtiments de part et d' autre de 1 ' axe centra 1, la hauteur des 
bât iments doit viser à présenter une gradat ion du sud vers le nord ; 
2° la compos ition des bâtiments doit favo ri ser un traitement plus ajouré des façades à 
la base et au couronnement; 
3° un ava ncé, un changement de matéri aux ou tout type de di st incti on à la base des 
bâtiments doit être fac il ement perceptible à partir du domaine public; 
4° le tra itement architectural du derni er étage d ' une façade donnant sur le domaine 
pub lic doit favo ri ser l' aménagement de terrasses ; 
5° le nombre et la surface des ouvertures da ns les mu rs des bâtiments do nnant sur le 
passage piétonnier partant de l'axe central vers le boul evard de l' Acad ie doivent être 
réparti s pour permettre de mu lti pies échanges visuels entre 1' intéri eur et 1 ' extéri eur, 
notamment en sui vant le ni veau du so l, de façon à créer un sentiment de sécurité et 
à favo ri ser l' utili sati on de ce passage en tout temps; 
6° au cœur du campus, entre les avenues tuart et d'Outremont, les pav illons encadrant 
le parvis doivent offrir des façades principales qui soulignent les hall s d' honneur et 
les dist inguent des hall s publi cs des autres pav illons; 
7° 1 ' uti 1 isation de matéri aux offrant une trè grande transpa rence e t pri vilég iée pour 
les passerelles entre les bâtiments , le ca échéant; 
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8° devant l'axe central, les bâtiments doivent présenter une façade principale dont la 
base signa le l'ouverture et la conv ivia lité par son traitement architectural; 
9° les entrées aux bâtiments, esca li ers et rampes, doivent être planifiées de façon 
harmoni euse pour ass urer 1 ' accessibi 1 ité uni verse ll e; 
10° pour les résidences étudi antes, les balcons sont so uhaitab les, sans être requis pour 
chacune des unités, et doivent être intégrés au traitement des façades des bâtiments; 
Il 0 le souc i d'accroître la performance énergétique et éco log ique des bâtiments doit 
prédominer, sans toutefois dénaturer l' unité architecturale de l'ensemble; 
l2° le traitement de tous les toits des bâtiments doit permettre de réduire l' effet d 'îlot de 
cha leur, par exemple par 1 ' uti 1 isation d'un revêtement végéta l ou à haute 
réflectance; 
13° les matériaux et le traitement des façades des bâtiments donnant sur l'empri se de la 
vo ie fe rrée doivent accroître l'absorption aco ustique; 
l4°dans les zones PB-36 et PB-38, accueill ant la cour de voirie et la future gare, les 
bâtiments principaux doivent adopter des aménagements compatibles avec le 
langage architectu ral du campus et se conformer aux paragraphes Il et 12 du 
présent art icle. De plus, les bâtiments secondaires doivent être traités avec un souc i 
d' intégration semblab le à ce lui des bâtiments principaux; 
15° dans les zones PB-34 et PB-36, le traitement des façades latérales donnant sur les 
passages piétonniers doit favor iser la présence de p01tes et d' ouvetiures de façon à 
permettre des échanges visue ls entre ces espaces. 
40. Les critères re lat ifs aux aménagements complémentaires dans le secteur 1 sont les 
sui vants: 
1° pour attei ndre les objectifs identifiés précédemment, un plan directeur des « Cours 
et j ardins» situés dans les zo nes PB-28 à PB-35 doit être élaboré. Ce plan directeur 
doit inclure les ca ractérist iques sui vantes: 
a) le traitement des cours doit s'accorder à la programmation des bâtiments 
universitaires ; 
b) les cours doivent être aménagées afin de favoriser leur appropriat ion par les 
usagers et les visiteurs; 
c) la majorité des zones du campus doit tendre à être composée d'un réseau de 
passages piétonniers extérieurs; 
2° l'amorce d' un lien doit être prévue dans le prolongement du passage piétonnier et 
cyc lab le situé dans le prolongement de l'avenue Wiseman, au nord de la zone PB-
30, afin de permettre l'accès à la future gare de train et à la station de métro Acadie; 
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3° en bordure de l'empri se de la voie fe rrée, l'aménagement d"un espace vert linéa ire 
sous forme a ·un rai us végéta i est préconi sé; 
4° dans les zones PB-33 , PB-34, PB-35 et C-1 2, de part et d'autre de l' emprise de la 
vo ie ferrée, le talus do it s'é largir se lon la config urat ion de la zone en augmenta nt 
son couvert végétal; 
5° les essences végétales du talus doivent être major itairement indigènes nécess ita nt le 
moins d'entreti en poss ible; 
6° l'écran végétal au sommet du talus longeant l'empri se de la vo ie ferrée dans les 
zo nes C-1 2 et PB-28 à PB-36 doit contribuer effi cacement à la réducti on du bruit ; 
7° dans la zone PB-36, l' installati on, le cas échéant, d ' une c lôture longeant le passage 
piétonnier situé dans la zone PB-34 adjacente, ne doit pas nuire au lien visuel entre 
ce passage piétonnier et la façade du bâtiment princ ipal; 
8° Sur la rue privée (Uni versité), l' utili sation de di fférents matéri aux de revêtement est 
favo risée afin de permettre de di stinguer l' espace minimal requi s pour la c irculatio n 
des véhi cules et ce lui pour le déplacement sécurita ire des piétons. 
SECTION III 
OBJ ECTIFS ET CRI TÈRES APPLI CA BLES AU SECTEU R 2 
41. Le secteur 2 identifié à l' annexe D « Secteurs d'applicati on vises par les cnteres 
d' implantation et d ' intégrati on architecturale » concerne particulièrement le terri toi re à 
vocation rés identielle au sud de l'axe central et dans le prolongement de l'avenue Roc kl and 
et du chemin Bates en exc luant les espaces publics. 
42. Les principaux obj ecti fs poursuivis dans le secteur 2 sont les sui vants: 
1° poursui vre la trame urbaine outremontaise par le prolongement de l'empri se des 
avenues Davaa r, McEachran, Dollard , Stuart, Wiseman, d'O utremont et 
Champagneur jusqu'à l' axe central ainsi que par le pro longement des avenues 
Querbes et Manseau, te l qu ' il est illustré à l' ann exe C «Grill e de rues et de passages 
piétonniers et cyc lables »; 
2° assurer une intégratio n des nouvea ux bâtiments à la trame urbaine outremonta ise 
ex istante; 
3° assurer un déve loppement rés identie l de grande qualité tout en répondant aux 
objecti fs du déve loppement durabl e. 
43. Les critères relatifs âi.i X arnénagcrncnts de surface ct à l' inîplantation des bâti ïnents dans 
le secteur 2 sont les sui vants : 
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1 ° le parachèvement des zo nes au sud de 1 ' axe central doit respecter les proportions 
existantes des rues, des trottoirs, des marges de recul et des bâtiments adjacents; 
2° le déve loppement des zones dans le prolongement de l'avenue Rockland et du 
chemin Bates doit tenir compte de l' intensité de la circulati on automobile sur 
1 'avenue Rockland en prévoyant un dégagement suffi sant en cour avant et doit 
ass urer un bon encadrement de l' espace public, zone PA-1 9; 
J 0 en bordure de l' empri se de la vo ie ferrée, l'aménagement d ' un espace vert linéaire 
sous forme d' un ta lus végétal est préconi sé; 
4° dans les zones RC-26 et PA-23 , le long de l'empri se de la vo ie fe rrée, le talus doit 
s'élargir se lon la configuration de la zone en augmentant son couvert végétal; 
5° l' écran végétal au sommet du talus longeant l'emprise de la vo ie ferrée dans les 
zones RC-20 et RC-26 do it contribuer efficacement à la réduction du bruit; 
6° les essences végétales du talus doivent être majorita irement indigènes nécess itant le 
moins d'entretien poss ible. 
44. Les critères relati fs au cadre bâti dans le secteur 2 sont les suivants : 
1 o le traitement architectural des nouveaux bâtiments doit être de qualité équivalente à 
ce lui reconnu dans le quartier outremontais et mettre en valeur la typologie des 
bâtiments prévue aux grilles des usages et des normes de l' annexe B; 
2° dans les zones RC-2J , RC-24 et RC-25 , les immeubles doivent offri r un rez-de-
chaussée très largement fenestré sur les façades donnant sur la place centrale, zone 
PA-2 1, et sur le domaine publi c afin de favori ser un contact visuel et permettre des 
échanges entre les di ffé rents commerces et la place centrale ou la vo ie publique. La 
marge de rec ul sur l' axe central et les marges longeant la place centrale pourront 
avo ir un couvert minéral permettant l'installati on de cafés-terrasses; 
J 0 la quali té de tous les murs donnant sur la place centrale, zone PA-2 1, les ruelles ou 
les passages pi étonniers doit être équi va lente à ce lle ex igée pour une façade donnant 
sur une vo ie publique, quant au choix, au traitement et à l' agencement des 
matér iaux et des ouvert ures; 
4° le traitement de tous les to its des bâtiments doit permettre de rédui re l' effet d' î lot de 
chaleur, par exemple par l' utili sation d' un revêtement végétal ou à haute 
réfl ectance; 
5° la déni ve ll ati on entre le plancher du rez-de-chaussée et le trotto ir doit être 
minimi sée pour faciliter l'accès et les échanges visuels entre la vo ie publique et le 
bât i, tout en fac ili tant l' accès uni verse l; 
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6° la hauteur plancher-plafond du rez-de-chaussée doit être prédominante par rapport à 
ceii e àes autres étages. 
CHAPITRE V 
DI SPOSITION PÉNAL E 
45. Quiconque occupe ou utili se une partie de lot, un lot, un terrain ou une construction, en 
autori se l'occupati on ou l' utili sati on, ou éri ge ou permet l'érection d ' une constructi on, 
démolit ou permet la démolition, transforme ou permet la transfo rmation en contravention 
de l' une des di spos itions du présent règ lement ou contrev ient à l' une des di spos itions du 
présent règlement, commet une infraction et est pass ible de la pénalité prévue à l' arti cle 3.9 
du Règ lement 11 76 sur les permi s et cert ifica ts de l' arrondi ssement d ' Outremont. 
ANNEXE A 
PLAN INTITU LÉ « TERRI TO IRE D' APPLI CATION » 
ANNEXE B 
« GRILLES DES USAGES ET DES NO RMES » 
ANNEXE C 
« GRILLE DE RUES ET DE PASSAGES PI ÉTONN IERS ET CYCLABLES » 
ANNEXED 
« SECTEU RS D' APPLI CATION VISÉS PAR LES CRI TÈRES D' IMPLANTATION 
ET D' INTÉG RATION ARCHI TECTU RALE » 
Ce règ lement a été promulgué par l' avis public affiché à l' hôte l de vill e et publié dans 
Le Devoir le 1er mars 20 11 . 
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ANNEXE A- Territoire d'application 
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